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.Abstract

This'thesi,s i.s a descriptirre s-Lurcl5r based on.Lhe wr"iter's I>ersonal

obserr¡a. 1-ions of steelbancl partici-pants. The reports and l'e'rciions

of str-rden.l-s involved in ara ear'lier explora'Lor¡. steelband progl"am

pi:ov.i-cle 'the data f or the proposed steelband p¡ogram ' Through a

¡evien, of publishecl lii.erature Discipline-Based Art Edurcation

(DI-IAE) is ou-tI j.ned, the attitude changes experienced by thj s modeÌ

j-n i.he r.isual arts is presented, and a congruency bet'w'een visural

ar1.s eclr-rcation ancl muisi-c eclucation is demonst-r-ated. The f our

clisciplines;ofhistor'5',cri.ticism'a,estheticsatrdproduction

presentecl in DBAE are or-rtl-ined with suitable actiyi'i'ies and

experi erlces f or a sLrccessf r"r1 steelband prograrn. Sr-iggestions f or'

steell¡ancl pi. ogramming are made based upon Hof f ers' principles of

in,-rsic production arrd provicìe music education with a viable aird

ureique music-makírrg, experience .
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CI_IAPTER 1 INTRODUCTIOI\]

"The arl-s es-l-abl ish the basic human -truths lvhich rnust serve as the

t;or-¡ohsf-one of oLlr jurdgrneir{:" (Be.l'oncl Crea'L,ine, 1985, p. 12). T}r'is

sl.atemen'¿ tìas

of .ì.he Li¡'ri-'ted

rna<1e Presiclent John F. i(ennedy, the 35t-h President

S {-a'l-es Presidenl. I{etrned¡' sa\v'the arts as an

es sen'1, j.a1. ing-redi erit

persoT.l.

in the t.r"aining ancl clevelopment of each

Andrev¿ Hai.ske1l, the chairûìan of the Pr"esident's Commi.ttee on Arts

's-¡r.l the i-lumani'li,es agrees

BeLand--Ç-rrellÊ4"g as saYing :

with Pi'esident i{ennedy. He is qou-l.ed in

" tl:e teaching of the arts and the

hunani'Lies in our schools i-s esseirtial ''uo all of us Our abili'Ly

to cornmunicate ef f ec'ti-r.el.y, the growth ancl vi ta1i, t5. of our

of oLrr cu1'l-ura1

appreciating the

in developíng a tru1.5'

cul t-u¡-r¡rl

l:re r j, Í- r'rg c:

iirs ''r i.'t,u i. -lons , aird 'l-he preservat ion

a1l. depend trpol1 understandiirg and

pivo l-a.l- r'of e of the arts atrd the humani Lies

litera{-e soc j-ety" (BeSta-d-çI-qeliag' 1985, p' I+)

In Can¿rda , Í.he Can¡rda Counc i I wasi creat eci bJ'an Act of Par-Iiarnent

the arts. It set asin 1957, ancl also endorses the f uncti-on of

i'Ls' ol: jec.Lives "'t.o f os'l-er and pron.rote the s-l-ucìy and enjoyment of 
'

and 1.he produc-l- j.on of wor:ks in, the arts." ("The Canada- CourreciI

32nci ,à.n¡iuia1 ßeport 19BB/1'989", p. 3)

-J*
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Èrriìnts alìd serl¡i-ces I-o artis'l-s cìì.rd o.i'gê.niza-r-ion.

ÊT.4.lt ìj ME N L__a_E _*PIIìIA_S_tr

Tþis str¡dy is 1.he r.esult of all injtial steelband proê,ram at

Archwoocl School involving junior hieh s.Lr-rclents. This steelband

pi,ogrírrn wcìs Lrr-t effort to motj-vate and interest students iir music

etluca t ion. In subsequent Irears, tl-re steelband progl'am \1:as

.i-rrcluclecì in music educal.ion in othei: schools. The responses and

ail-itudes of studen.ts inr¡o1ved in this program were documen'tecl and

recoi:clecl . The appl-ication of qualitative l"esearch methods

j,n.o1rrdi,i-rg'l-lie ol:serva Lions atrd inLerac'Lions of bhe s-beelband

¡rar, 1_j.cil¡ants produced the data upon ft¡hich this descript:',ve study

i s basecì .

Tlre Discipline-Basecl Art Educal.ion model was t.rtil-ized as the

f rameivor.k 
,.f 

o¡ this pt"ogram. The in'{-egratioi1 of. the f our basic

discipl-i.rres increa.sed the probalcilitV that students wor-rld

vi:1Lre rnutsic in.{-r'insical 1y.

Tire icientifj.ca't.ion of concerns and proloÌems in the Manitoba l4usic

Assessnlep'L al'e para,llel to 'those expressecl in Bevond Creatine'

Thi s study voices these corlt:errr.s and uti l izes Hof f er's principles

of a productj-oir/perforlnance program,

*10-



The eval-uation of the s-Leelband prog-ram focused l-argelJ. on student

l'esÞonses and behavior. A previous attitudinal study of steelbancl

par'.{-icipants pror.i-ded information in-the devefopment of lhis

model,

The plrrpose of this study is to develop a model for a steelband

music program utilizing the principles underlyine the discipline-

based arl, education model, which was deveroped as a result of

initi-a-t.ives jn 'bhe visual arts.

The first chaptei: of this thesis presents a- discussion of the

studv Bc-v.pncr--Çreeri¡g, rvhich initiated the visual arts mode1.

Discipline- Based Art Education (DBAE). Aesthetic education

Lheory ancl leat"niirg theory upon which the DBAE model is based. are

discussed' The basic objectiwes of DBAE as well as the content of

this model are hishtiehted. The efements of the evaluation

process utilized k¡v DBAE concludes this chapter.

The second chap'Ler, the current status of the arts within tlr.e

public school system are examined utilizing the studies Ber¡ond

Ç¡e-alj¡g and The Mani-l-oba Music Assessmen't in ref ation 'Lo DBAE.

These studies outline paral. IeI issues corlcer.ning the arts. These

-11-



issrres are di scussed in relation to and in the corrtext of the

present music programs wi'l-Ìrin the I\,Ianitoba Public School system.

The i ssnes ot.rtl-i.ned lc:' these two studies a.re contributine f actors

't.o -Lhe status of the arts,

DBAE has been sllccessf ul in over'-coming many of the i ssues and

probf ems j.dentif iect. A discussion of the research condLrcted by

the Getty Center on seven programs utilizing DBAE demonstrates

that society and bhe educational system can experience â posi-bive

change of perspective.

In the third chapter, the relationshi.p between art education and

music edrrca'l-ion i.s expf ored. All of bhe a1'ts have common benef its

and educational- worth for the student. The arts and their

r"elati.onship 'to various types of Iearning and the chil-d's

imagination are discussecl , The al-lusionary base and what af f ect

this allusi-onary base has on Ianguage development, concept

learning, problem solving;, values in education and the g;eneral

education of the child is erplained.

In 'Lhe f ourth chapter, a program f or music education rvhich is

based on the model of Discipline-Based Ar-b Education is ou-blined

and discussed. Both music education and education in the visual

- I¿_



arts J:iave s j-mj-1arr. goals and create images f or the child. DBÄE has

proven to be a successful model for the visual arts and,

tlreref oi"e , is uti I ízed as a guide in proposing a model. f or music

ednca.t i on .

Steefclrums have been chosen as a medium in large part because of

per.sonel experience and 'bha't. of others who parytícipated in a

steelband. This has given rise to learning outcomes consistent

wi1-h those one mieht anticipate when learning takes place within a

discj.pl j-ne-based model similar" to the DBAE model. The status of

steel-band programs within the schools is briefly outlined. A

{iscussion of the four disciplines of the steelJrayrd program

includes a comparison of the traditionat Trinidadian music-making

model and a model used in v'/innipeg schools, the history and

clerrelopmen'L of the steeldrums as an instrument, and the roles of

cri.t j.cism and aesthetics within steelband programming; . The

r"ationale, ob jectives, and learniire; goa1s, f or -the steel.drums that

are-t-Ìrought to be consistent with the Discípline-Based Music

Educat.ic¡n model u¡i11 be der"ived. A s-leelbanc{ model wi'th suitable

activities and musical arrang:ements is outlined '

The s'budy col-lclurdes wi'th a framework for evaluatinS; a steelband

pr¡ ogirâm within the music education model. Various eval-uation

-13-



't-r:chnj-qLr.es are discursserl and the Ìrenefits of the steeldrum lrrogram

f o¡: l-he s'Luideirt and 'the school will be identif ied. Student

f,eeclback repor.ts f rc¡m an earlier study are used extensively. f n

conclusion the princíples of a production/performance program are

out 1 ined .

A music edrrcatj-on pr.og-ram utilizing the steeldrums is thought to

hold promise for developing prog:rams that help today's society to

vi.e1,/ music eclucation as a discipline, Participation in a

steeldrum program followingthis model changed-the abtiturde of

stuclents towards mus j,c, developed self -conf iclence and ne1/ interest

and respec't f or music.

DELIMITAT]ONS

This study will be a-ssessing; only the visual arts model presented

in Di.scipline-Based Art Education. There are numerous o-Lher

models that are available and that have significant merit. Through

the use of the DBAE model a relationship between music education

and eclucat i- on in art wi 1 1 be e s tabl i shed .

L]MITATIONS

This rvriter recognizes the fact that there ere inconsistenci.es

wi'thj.n divisions and schools in regards-to the rnusic progl"am. Many

1A



f actors inf I Llel-rce prograrnrning; . School s ha-,.e dif f erent

¡rhi I oçro¡:Ìri es. administrators, music specialist quali f ications, and
rrf : r !,

st.ucleirt needs . Al l of these ancl numerous o-l.her vari.ables af f ect

the success and results of the existine music progra-ms' This study

wi 11 not be consiclering these variables and inconsistencies rvithiir

niusi,c prog:rams.

ASSUMPTIONS

There seems to be sufficient support among educators that the arts

have ê reasonably important role rvithin t-he school curriculum.

This is one of the assumptions made rvithin this study. Music

erluca-lion is a leeitimate component of the curriculum. A great

cleal of educational worth is derived throug:h instruction in the

arts.

DTSCIPLINE-BASED ART EDUCATION

After the J. Paul Getty Trust initiated the study Bevond Creatine,

(1gB5) the Gebty Ceirter for Education in the Arts was established

in 1985. The Center. was established as a direct result of the

f indinss of Be:.ond Creatine(f ggS ) and made its chief obiec-Live a

curricul-ar" ref orm of the arts.

A great deal of time and money has been funnelled j,nto'this

-15-



reforÍÌ. The public, as vfell as the educational institutions have

become a.ware of the ref orm through wide-spread publ icat ions aird

the f indines of EC¡¿SAd Are_elÀAÊ(1985 ) . The awarelless of this

r-eform may be as beneficial as the reform itself. As a result the

a.rts have been placed in a more f ocal point. Many prominen'L

sclrolars, two of rqhj-ch are El1iot Eisner and Harry Broudy, have

contribL¡ted to the development of visual arbs curricufa. (Refer

to Appendix A for the principal contributors of the DBAE model )

E j-sner (rsaz ) sees cuI-riculum as a mind-altering device in which

chi ldren aÌ:e taugh-L how to thii'rk and rvhat "to think about . The

school i s seen as a powerf ul ag:el1cy and as the vehicle used to

deliver this change. The school curriculunt and quality of

teaching gi-r'es the child the maior means through rvhich his

po.bential can clevelop. The school should give aIl students the

opportunity to experience, understond and enjoy the cultural-

liesources they inheri'L. The school can serve as the transmitter

and the promoter of cultur"e'

Brourdy (IgZS) states that "aesthetic education can be directed at

heightening: the pupil's serÌsitivity t.o the sensory, f ormal ,

technj.cal, ancl expressive properties of works of art. It hopes to

- 16-



eqr'lip him wj th internalized authentic norms f or" makin€l

ap.Ðropriately reasoned evaluations of works of art" (p. B1) . The

basic premise of DBAE is to assist the child to develop, adiust

and exteird his thi¡rkinS abou'1. art. The chi1d, as a resuLt, should

Ìre ab1e to make educated judgments about his likes and disl ikes of

the art s , rvi. thin hi s f ramework of knowledge ,

The clevelopers and founders of DBAE believe that alÌ the arts

should no't mere1.5. be a luxury the students enjoy after-the

necessities have been completed, but that the arts a're the most

cul,tu.ral resource \{¡e have. Our schools must accept the mandate

thatthey can provide opportunities for students to think through

and abou't the arts in en intellisent manner. The schools have the

responsibilitv to educate children and the arts ôl'e among

mairkincl's hj-ehest achievements. S-Luden'ts need to be trained 'Lo

think and understand these achievements.

The cuurj,culum of the school should he aimed at the development of

the multiple forms of literacy such as reading prose, music,

mathematics or art. This is Lhe function of the arts in the

school's educational milieu.

-17 -



I.EA E_BASED ART EDLTCATION

Discj.pIine-Basecl Art Eclucation is based on the premise that the

biolosica. l make-r-rp cf each chilcl is dif f e¡ent. In order to

educate each inclir.iclual chi I d it becomes necessary to understand

the biological make-up of each ch j-1d 
'

Eachchild}rasauniqueg;eneticmake_upt}ratunfoldsovertimeif

the env:lronment in which the child lives and learns is no'L

stunteci. The belief is that all children are influenced bv their

gene.t.ic constitr-r't.ion. No one enters the rvorld with a blank sla-le '

however, no one has the identical aptitude either. The environment

in whj.ch bhe child lives influences the kinds of aptitudes he

forms, the mentaÌ skilIs he develops, as well as the cognitive

struc,rLlres through which he perceives and interprets the rtorld.

Fel_dman ( f ggZ ) writes: "The general point is to take the

distinctive qualities of the child into account when forming

cçrricula, and to form them such that differences among children

can be accommodated and l.heir proclivi-ties and preferences

honore6" (p. ZS1'). Interests and aptitudes are different in each

child, These differences must be appreciat-ed and honored. The

school must 1-reat each child with respect and individualitv in

order to develop his or her interests and abilities.

-18-



For DBAE this means tha t. we clo not ¡,r¡ai.t f or children to lear¡r

si.mpì-¡' b'y pro\¡idins educational materials that they ca]1

manipulate . lVh.en school s provide support , encouragement and

urrderstancling of the chi 1d' s lciological make-urp and learning;

sLyl,e, the instructíon provided will guide the learnine; process.

ASSUMPTIONS MADE BY DISCTPLINE_BASED ART EDUCÄTION

\fithin the DBAE model four assumptions are made regardin€;

children's ]earning styles. The first assumption is that children

learn from the outside in as well as from the inside out. The

teacher can onlv rvork f rom the oultside in but the child's inherent

apt j.tu.des can be stimulated and developed -bhroue:h this process.

The ex'tent to which children develop their genetically determined

capacities ¡vi11 depend uporl Lheir learning: opportunities.

Feldman (fSgZ) sees this as teacher intervention. The teacher

mus.L know when to question, when to assist, and when to let the

chilcl use Ìris own skilIs. According to Feldman, "the key to

intervent ion i s to provi de exper i ence and s t imulat ion 'bhat. are

optimally discrepant from the child's current level of

furnctionine" (p. 254). The teacher must be capable of

coordinating the chilcì's level with the content of instruct j.on.

The teacher neec{s to be intuitive as weII as perceptive in the

-19-



abi l. i t,5' -t-o t read' a s'Ludents level of fi'ulstratiotr and confidence

The second assu-mptions of DBAE is that the acquisition of artistic

skilts in the makine; and perception of alL is complex and subtle

in character.

skippins from

The goals of DBAE are not likely real ized bY

t.o create, perce j-ve, comprehen{ and judse require a continuity of

effort

Musi.cianship canrrot be

i-nstrument each week.

learned through }¡ractisins on a different

Musicianship is onlY lear.ned throulErh

states "try to makecledicat ion and pers j,stence Eisner (19s7)

music by attempting the violin ofle week, the French horn the next,

and the piano the third" (P. 51) Exposure to the different

instruments is a positiye experience, holt'ever, skills canno'L be

lear:ned through the change of instruments In order to develo¡>

inves'bment of time andsome musical compe'tence on a irrstrument al1

energy must take Place.

This assumption contradicts Lowenfeld's (1952) theories that the

chilcl would develop and mafure and in so doing would acquire the

necessaur¡ ski1ls simply through exposure to the various materials

Feldman ( t.SSZ ) sta't,es "there is a historv -Lo

material to material or from task to task Learning

and medi-ums
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o\¡ercome j

too chi Ìd

el history i¡i which theories of development were seert as

centered, not enough subject-matter oriented" (p' 256)

The third assump'tion is that learning in the arts is related to

the c'ourse of human development DBAE assumes that those who

to the developmental andteach are sufficiently sensitive

elirreriential asirects of their students to be able to teach

effectively As a child prog:resses through physical and mental

clevelopmental stag-es , so mr-tst the education of the chi 1d prog.ress

r'hnn¡røh qimi lnr q'f ap'oqL L¡.r. vub J vsèvu A child cannot go from novice to mastery

lout must go thr-ough each inte¡mediate step. Feldman ( f ggZ ) sa5'5 ,

" there i. s an orclerLo an individual ' s progress wi thin each of the

disciplines of art" (p.254)

A student in the et1rl.y grarles cô.¡1not grasp historical concepts

that require a level of cognitive development and subriect

inter-relationshj-p that

be appropriately beyond

has not yet emerged. All activities must

so the s'Ludent

This assumption

the students competencies

wilI be given the ol>portunity to extend himself

is difficult to realize in the early g;rades because it is possible

to have an age difference of tL or L2 months At this ase

siudents will be at different stases of their cog;rlitive

derre l opment .
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The fj,nal assump.Lion nia-de bv DBAE is tha't the ourricular tasks

tLiat the chj ld i.s asked to engage in must be of meaning, that is,

of |ntrinsic meaning ai-¡d not simply ex-Lrinsic meaning. This is

r¡ecessary so that the Iearning becomes part of their intellectual

ancl emotional tife. Teachers of DBAE should teach for transfer.

Str.rdents shoutd be able to transfer the learned concepts into

settings other -Lhan lhe teaching setting. This transfer woufd

also be increasecl by rnaking what is taueht more relevant.

\{hen a'teacher is ¡rercep-bive and understands that chil-dretr move

thi'ough phases, the educational system will enhance learning.

Feldman (1987) states: "each of these phases has distinctive

qualities that help in determining just what kind of internal

mental s-l-a'Le the child is in and, in turn, what kinds of

educati.onal experiereces will be most productive during that

partjcular phase" (p. 254).

These phases and cler¡el-opment levels exist in all children ancl are

applicable to al1 sub ject areas ' In no lvaJr is this concep-L unique

to ecìucation in the ar"ts. Treatment of the arts in this matter

rvould equate the arts on the same level as the traditionalfy

viewed more "academic" subiects. When the arts are able to
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identify pl-iilosophj-es and objectives that are measurable, a viable

currictrlum and subjec l, emerge.

BASJ--Q OBJECTIVE OF DISCIPL_I.:\E-BASED ART EDUCA

Conventi-onal cu,.rriculum approaches emphasize objectives that

sìrecify what the child should be able to display after the

ins'tructional pe¡iod. When a teacher introduces addition, the

behavioral objective is that at the end of the unit the student

will be able to compuLe questions in addi.Lion accurately' The

teacher's expectations are }>redictable.

In lhe DBAE curr-icu1um, the predictability that is desired in

mathematics and spelling is not what is sought after. In the arts

one seeks dir,.ersity and surprise. Bronowski (1978 ) states: "there

are no mora]s in a poem; there are no morals in any a¡t. There

are no specific lessons to be learned and there is no advice to be

followed" (p. 19). The arts are an individual thinS. The same

piece of ar"t or music will evoke a differenL meaning for each

person seeing and hearing it. This, however, does not mean that

the curriculum can function without objecti-ves. On the contrary,

'¿he curr:icuilum must have objectives that will provide the chilcl

with experiences to make the arts of intrinsic value. The

ob jec ti.r,es nust have a f lexibility so that the needs of each child
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can be satisfied.

B¡oudy (fSZO) states "the outcomes of aesthetic education catl be

directecl at heiehtening the pupil's sensitiyity to the sensory,

f ormal-, technical and expr"essive properties of works of art. It

hopes to equip him rvi th internal ized authent ic u.orms f or making

appropriately reasoned evafuations of works of art" (p. B1).

With appropriate objectives the student, will become awere of the

different dimensions in the arts but at the same time see the arts

as an j ndividual thine wi th i ts own interpreta-bions .

In the arts, the productive area is often valued when the students

display a fresh and new approach in describing the world. This

produc'bive nortelty is at1 important virtue. The teacher must

determine 'uhe value of the arts by appraising i-ts unique f ea-Lures.

The student is best able to use surprise and diversity in his

productions if a good basis in 'the content of the arts exists.

CONTENT OF DISCIPL]NE-BASED ART EDUCATION

DBAE content i s known as f our di scipl ines . When these â.re

incorporated into the visual arts program, the aims and goafs of

DBAE are met . One discipline of DBAE is that of art making. \{}ren

the students are involved in this discipline they shoul"d
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experience the oppoltunitSr of creating visual images ancl the joy

of doing so . Chl ldre wi 1t lea.r'n how to create in art with

imagination, sensitivity, and skill and thus be able to create

expressive visual f orms. This is the discipline tha'l- j.s used

predominantly in the traditional visual arts program'

The second discipline is art criticism. Children should develop

the visual sensi tivity to describe and see the subtl-e and complex

qualities of both the visural arts and the visual environme¡r-t. The

aÌ:itity to critíc-íze the alîts, to know how to perceive the works

they attend to, as well as to describe and to interpret the

various features of the arts will develop throug;h art criticism'

A his't,ory of art is the third discipline. It is expected that

children should understand the relationship of art to culture.

The interac'bion between the technolog¡' and the ideology of a

certain peri<td is related to the forms that the artists create.

The fourth discipline is known as aesthetics. Within this

discipline the child should lear¡r horv to participate with

surr)ported judgments in d j atogues abou-b the nature of art and 'the

appraisal of the ar"ts, This discipline ÌreIps the child to develop

6r sophistication abou-{- his artistic judgments. The child should
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be able to ask lcnowledgeable questions abou't art.

These disciplines, rvl-ren combined into a prog¡am wilI aid the

s-tudent in u¡rdeirstanding and experiencing the world at 1ar8;e. The

pr-ocess of evaluation r^¿il-I also be easier as a result of concrete

sub jec-L matter".

EVALI]ATION OF DISCIPLINE_BASED ART EJ-UCATION

The evalua.tion of DBAE is centered on-Lhree maior areas - the

curiiicr.rlum, the quality of teaching, and the outcomes of the

program.

Evalua'tion of the cL¡rriculum asks questions about the content

o,ua] i't,y of the program . The ease rsi th whi ch i-t can be used and

incorporated with its suE;g;ested activities is important. The

curriculum must intend to bring the chi ld to a hiSher level of

achievement so that he must extend himself. Questions regardinÊi

the recommended material.s rnust be addressed as weIl as-Lhe options

that. are pror.ided for the teacher. The evaluation process must

determine whe'ther. the content is worth teachi¡rg'or whe-Lher it is

educational trirri-a.

The second ô-rea of evaluation is the quality of teaching. The
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teacheÌr med j,a'ues the curr j.cul-um, sets the pace by being perceptive

of t?ie s'tu<lents, provides the interpre-ta-tion and of f ers

encouragenrent and gui,dairce. The succêss arrd excellence of a

cLr.rriculum, is nej.their determined by the materials available or

program design, but rather by the teacher. DBAE demands that some

teaching skills and s-t.rategies be utilized which make feedback of

this nature increasinsl w ì mportant .

The "thircl area of evaluation assesses the outcomes of DBAE. This

pertains to the student's ef f orts - their ski11s, ne\i/

appreciations aird uinderstandings, as lvell as their" judgments. In

addi'tion to the development of these strategies'the way the

students are engaged in learning is al.so assessed. The quality of

involvement-, the level and source of motivation, their willingness

to expJ.ore and take risks is assessed.

Evaluation in DBAE is arr activitv that assesses the worth of the

process aild product . I t i s import.ant in DBAE because -the

eval.uation procedure is not the sole possession of the teacher.

Students play a major role in evaluation because they are required

-l-o comtr>are their eFtuf j,er works to their present works . DBAE

s'lrives to emancipate students and not make them dependent. This

emal'ìcipation take place when a student is able to plan and
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a¡rÞraise his o\en ef f orLs.

Eval.uat j.on cilnnot be "downp1,ayed". The arts are involved with the

qr-lali ties '¿hai are associated with sounds and f eelin€;s involving

the ìrod¡r, mind, and the emotions.

qQ'IC!-U_S_I8NS- OF DTSCIPLTNE_BASED ART EDUCATION

Program ana11.5fs for the Getty Center for Education in the Arts

spen-L fifteen months assessi.ng DB,AE programmin in schools

thr"oughout the United States. These schools ranged in

gieograI:hical location and socio-economic 1eve1s. Inner city

schools as welI as suburb and small rural schools experienced

positive results. Be¡¡ond Ct .-titt*,( 1985 ) suggests that Lhe

rj j f f erent districts stuctied have a rich and cliverse pt'ograms in

the visual a¡'ts. However ' the attitudinal chan€ies that -took place

seèm to directlr¡ inf luence the success of the prog:rams. "The

l'esulting case studies reveal-Lhat these proEirams stand out in

their pioneering; efforts to break with tradition, change their

perspectir.e on art education, and offer instruction in art his'tory

and cri'l-icism ers well as art production" (p. 25), '
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CIjAPI]ETì 2 TI.IE CURII,ENT STATUS OF THE ÁRTS

The Arer" i can s bur,lS'' Beyond Creal.iqC( 1985 ) and the Maq¿l_obA__L{.usj_S,

4¡-g-e-e.ç,.llll?-rr!(lggZ) clraw paralIel concerns ancl conclr-rsions in regarrls

t,o muts:ic ecluca-tíon atrcl vi-sual arts education.

Tn i.his chapl.er', the conolu-sj-ons and findings of these two studies

h¿rve 'r:ee¡r e;i¡rmi.ned. llr.a.l-r¡ation reports Iiv DBAE prograrn anal.J¡s-ts

will demonstr-ate that the conclusions drawn by Beyond Ci"eatine

i i 9B5 ) and the &le¡ritrlba lvlusic Assessment ( 1982 ) can be positively

¿lf f e c t ed bv DBAE pro-grammiirg .

ÐBAE progririnining 't-ended io pos:i't.ively change 'bhe aLtitude of

society, in gener:a1., as i,o'e11 as the attitucle of educal.ors in the

schoo.l-s where the DBAE model was introduced. Atti'tudes of socie't,52

de1-ermirre tlie in1.eresl.s of students in schools. Educational

pi'ioritr'-es enl-ig'irten socie'uy's aLtitudes. The a'tti-tudes of scl-roo1

¿rnd soci e ty go thand in hand' One directl,5r inf lLren.ces the other-

ancl vice \¡ersa.

CI.IANGES IN THE SOCIAL PIìRSPECTIVE

Socr'.e'l-3', in geueral, does no'L accept -the ar''Ls as an esseyt'tial

lear:ning exper:ience. This att j tucles of societ.y contributes to the

ireLdi'Lional vi.elq l,hat the ar-ts ha.¡e been considered as the
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t eïl-ras' and not as a. sigr-rif icant educational- experience. l3o¡tg¡

(1987) states: "The arts are the means by which a civilízation

cari be measi.ll'ecl . They are an essent ia] pa¡t of the human

exper-ience. They are not a f rill. \Te recommend that all students

str-ldJ¡ 1he arts. These skilIs are no longer just desirable. They

are essential if we are to survive together with civilitV and

joy" (p. 3). Mr. Boyer adcls his support to the premise of DBAE

that the arts are important to all of civilization.

The Í)r.j_marJz ol:jective of the arts programs is to develop each

student's aesthetic potential to its' hiehest possible level.

Dervey (fSfO) states: "they (the arts) reveal a depth and rang:e of

mearÌing in experi-ences which otherwise might be mediocre and

trivial. They supply, that is, the organs of vision. Moreover, in

thei r f ailure the5r represent 'Lhe concentration and consummation of

el-emeirts of good which are otherwise scattered and incompl-ete.

They select and focus the elements of enioyable wol'th r',¿hich can

make any experience directly enjoyable. They are not l.uxuries of

education but emphatic expressions of that which makes any

ecÌucation worthrtirile" (p. 279) .

The J. Paul Ge'b by Trus'L conducted a sur\rey of arL education in the

I-lnited States in 198L. In the preliminary revierry it was found
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'chat very few school districts conside¡'ed the visual arts as an

a-cademic sr-rb ject. The visual arts \ùere seen as not b,eing vital to

a chi,1d's eclucation and that formal education rvas no't necessary j.n

orcler to experience, crea'Le and comprehend the visuaf arts.

í{any of 'bhe presen.t cìay arts programs frequently fail to develop

t, l-ie child's aestheti c potential to its' f uIlest and are sometimes

only of extri-nsic value to the student. The arts are frequentLy

tar-rgh-b on15' for performarlce and are often viewecl only as

entertainment. Y{hile the arts serve a useful public-relations

purpose and can do much to educate an audíence, 'bhe importa¡rt

aspect is the experiences of the participant.

The ar1-.s belong to everyone because they evoke personal feelings

and emotions in each irrdividual. The responses to the arts are

different for each person. The individual response depends on the

understanding of the music or the painting. This understanding;

includes its history, its purpose and its place within our cu1-ture

and oulr lives. The superintendent of one of the inner city

schools studied after DBAE prog:ramming was in place states "I want

kids to have arr appreciation of the arts in general, because what

T teach them in elementary and junior hieh will stay with them

throug:hout their lives. The appreciations that they deveÌop now
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wil I be the ê-ppreciatior:s that the¡' wilt pass oi1 to their k-ids 
'

ancl the.t wi t I af f ect the vr'ay 'Lhe¡- keep their homes ' I personally

f eel that eclucat ion i s more than technology: I want poetl':-_ ,

r^¡ri,Ling, art, and music" (p. 43, BeJ'ond Cr"eating, 1985) .

Eisner (fSgZ) states that the traclitional view of the arts in

general , is that the arts are an " emot ional ca'Lharsis rather.Lhan

matters of the mind". (p. 11 ) In this context, intellect is

r egar,ded as something that is best cultivated thr"ough mathematics,

ph],sics and language. The resultins view-point is that the

sc¡oo1's first obligation is to cultivate intellect and since the

al,ts deal wi th the emotions then the arts must be ornamental '

Eisirer (198?) states "-Lhose rvho hold-Lhis view of the mind,

intellect and intell-igence fail to understand that the creation of

powerf ul aird sensi.tive images is a matter of mind, a matter that

requires inventive problem solving capacities, analytic and

synthet i.c f orms of thinkine, and the exercise of iudgment " (p 
'

11).

Althoush many families encoul'ag;e their children to be involved in

the arts, this invol.vement usually takes a back seat to the

"intelligent" activities in the child's life. Music lessores are a
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pant of the chi 1d's l-i-f e on1'5' if homersork in other sub jects is

completeci.

The academic subjects of mathematics and language eire important jn

the child's tife, however, involvement in an art form such as

music or paintins should take on an equally worthy place iir the

child's life. Crea'cive talent should be cultiva.bed in every

child. A balance in the child's education is of primary

importance.

Another point brought out in the study Bevond Creatins( 1985 )

refei's to the traditional view held bJ'society regarding; the arts'

Be:,onrÌ creatine;(1g85 ) points out that the arts were noticeable by

-theit absence. Althoueh elrt at-icl music courses were made avail'ab1e

to the s't.udents in most hiStt schools the visual art courses such

as photo€;raphy or ceramics predominated the courses selec'Led.

Jackson (1987) states that as a course "music is virtually absent,

as are dance and drama . Courses in hish schoof usual ly coveLthe

f ull range of those sub jects, lcut there too the visual arts, lvhich

j-nclr-ide options like ceramics, jewelry-makine, and photog;raphy,

are commonly preclominant" (p. 40)' Viewed as options these arts

coLrt"ses are often offered outside the school day or corìsidered

expendaÌ¡1e when they have low enrollments,



Vilren support i s provide<1 f or thi s new DB,A.E

f ulncì j ng, i.n1-erest , and the avai labi l iiv of

approach through

resources the attitudes

of societ.¡z i.n general, ared educator"s in particular, rvill chang,e,

prior'lo the move torvards aThe needecl support mar¡ not be in place

DB,{E prog ram , br,rt can take pl ace as the pr-ogram goes through i t s

Ei sner' ( 1985 ) expl.ains that the supportderrelopment stag:es.

new program mus't come

for a

tofrom the community in order for success

foll-ow "Onlv rqher-i 't.he clis trict board members and administrators

overal I goal- sl:e1i.eve that an art pr"oEiram serves the distr"ict's

wi tl they clevote scarce resoulrces 'lo it or make it a dis trict

prrority. Ancl unl.ess the commLrni ty supports the prog:ram, school

boai"d members aird admiiristra'Lors are unlikel5- to keep i-t affoat

rvith bude;et clol-l-ars" (p, 56 )

AIl persons involved in education need to accept the challenge of

a1'terinel 'their attitudes torcards the arts. DBAE states "a11 those

involrred will need to perceive art. as a more substantive subject

teachei:s wi 1

wilÌ ireecl to

I need to learn new concepts and me Lhods , arrd students

accept the new rigor and demands that accompany the

(p. 24 ,grea'Ler richness of cliscipliree-based art education"

Bqy-o-n-d--ar-ee!i:r-c-, 1 985 ) .
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Socie l-¡' seês a vas-L dif f el"ence be'Lween talent and i.ntelligence

Ta.l.enl.ed students play musicaf instruments or paint a good picture

ri/hereas intellise¡rt s-budents are good at abstrac'L reasoning arìd a-t

d i f f i cul t probl em-sol- r.ing .

Meny members of society, as weII as educators need to accePt the

fact'r-hat the modern concept of intelligence comes iir many forms

ancl is expressed in different ways. Gardner (fSgS) puts forth a

new and dif f er"ent view of human intellectual competences. I{e

argues "that we are all bor-n with the potential to develop a

mul.'bipl. icity oll intellig*ences, most of which have been o\¡elrlooked

, and all of which can be drawn upon to make us competent

individual.s" (p. Some people displaS' intelligence in deal-ing

some have artistic talents, others arerryi th spat i al- probl ems ,

comtr>etent in ma'thema't ical and logical reasoning, stilI other"s

excel, in inter-personal relationships'

Gardner (1983) sta-bes : "Of aIl the eifts wi-bh n'hich individuals

may be eirdowed, none emerg,es earlier than musical talent" (p.

99 ) , Chi ldr"en respond to music bef ore many learn to speak, -bhey

clance ancl move to music as soon as their limbs are able. If music

is 'the fir"st form of

place more emphasi-s

intel l igence to emerge oLlì' society needs to

on music so that the child will devel-op their
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art j.si.ic ej f t to the optimal.. Our school-s should continue with

suppl,S¡ine; the ch,i1d with musical s-bimuli.

Gardner (lggS) continues to state that "music is a separate

iirtel lec'l-ulal competence , one l-hat is also not depetrden'L upon

phl'sic¿r1 ob jects in the lvorld" ( p. L22) . The chi 1d can develop

nusicai ability throu.gh explora't,ion with nrusic. The child does

n.ot need to have any othei" ob i ect s surrounding him except f or

mirsic. The chil d has a musical instrunen'L built into his

biol og: ical lcody which can be summoned f or Lrse at will., nomely his

voice. The chilcl c¿ila sing: , dance ' move and play rhy'thmic patterns

on hj s own þody withou-L the need f or physical ob jects around him.

The nercest research emphasizes that intelligence is a dewelopable

commodity. Iirtell.ielence is not f ixed or limited to verbal or

ma"l.hematical reasoiring. If schools def ine intelligence as f ixed

and limi-ted to r.erbal or mathema-Lical reasoning, then it

di.sreg;ards -bhe varieties of intelligence that children possess.

Gardnei: (tggg) states that "the intell.igeirces are by their very

nature capable of real ization throu'g:h more than o¡1e sensory

system" (p. 6S). \{ith this statement in mind the inclusion of

arl-s in the education of the child seems critical. The arts

strongly influellce the senses and it is through these senses that
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in'{"el J- igence develops .

Levi-strauss (1-9S1) discusses music in the book The Raw and the

Cooked and believes that "if \qe can explain music, lve may f ind 'Lhe

!re¡' for aÌl human thoueht" (p. 1B). If we fail to take music

seriously al t hnmanity will be weakened. Musíc is part of our

cr-il.ture that carl be passed on f rom one generation to the next '

Throrrgh Lhis ptocess vafues, beliefs, and history are preserved.

Tf DBAE programming effectivel5' changes the attitudes of society

and the perception of the arts, then, this model prowides the arts

with the necessary process to improve its' status. The programs

rer.iewed l¡y The Getty Center, aI1 indicate an interest and support

from the communit:¡ and educational administration. The arts can,

then, aE;sume the significant role in education as theorists,

pol itical Ieaders and administration sugg:est .

OHANGES IN THE EDLÍCATIONAL PERSPECTIVE

The school.s change their perspective rvhen society has chan€led

theirs. \{hen the communi't.y expects more emphasis to be placed ot'I

the arts the schools wifl obliee. The rofe of the arts in the

school wilI increase with more public awareness. The schools can

promote the interest by exposing the students to worthwhile
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ai:'r- i s t j. c experi-ences .

together to -improve the

The school ared communi ty neecl to rvork

status of the arLs for the students

The arts are unabl.e to pley a.n important role rvithin the

educational milieu

instruction ti-me.

if they are al located only a mi¡rimal amount of

The stucly @(1985), examinins the

( 13 -L4 minutes per dav)

status of the arts in the LTnited States drew the same conclusion

This study reports that at the elementary leve] the arts make up

approximately thi'ee percent of the ins-l¡uctional tirne per week '

This amounts to 60 minutes a week, or L2 minutes a day. (p. 66).

These statistics are slieht 1y differen'L in Manitoba schools. The

provincial [{r-rsic Assessmerlt done in 1983 indicated that illanitoba

sohoo.l-s averaged serrenty-rrine minutes per six-day cycle or L3

minutes a day. The St Vital Divisional Music Audit ( 1987 ) states

that the averag:e

--i-,rf ac ñôF crzn-l e
a"v¡ vJ v+v

for the division was sevent¡r-nine to eighty-four

The [,f ani toba Department of Education recommends that music be

allocated 20 minutes dail¡' a-ncl the Winnipeg School Division

recommends 1B-20 rnj-nut.es daiIy. In spite of these recommendat ions ,

are entirelYmusic classes rvithin the \{innipeg school Division

uircler the juri sdic'bion of the school administration ' Through

inf ormal rrerbal inqui ry conducted by the wl'i ter , music classes
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rvithin the tr{rinnipeg School Divis j-on No. 1 g;eirerally averaÊ;e ninet3'

m j-nut.es per six-daJ¡ cycle (15 minutes per day) at the primary

I evel (sr . I -3 ) and sixt¡. minutes ( 10 mi,nutes per dav) at the

iirtermediate f evet (er. 4-6). (HiIdebrand, L. informal surveJ¡!

Sept. 1-990)

-{s a result of insufficient contact time with students, programs

are lacking and t'asic sliills are def icient. One of the

conclusi,ons of the Manitoba Music Assessment (l-983 ) acknowledg;es

that " teachers do not g:ener"al1y have suf f icient 'tirne to instruct

students adequately in the skil1s and understanding essential. to

meetíng the curriculum objectíves. Many students have

significantl,y less instructj-onaI time than the designated 1I/2

hour per r,¡eek ( f A minutes per dav ) al lotment . The data in thi s

assessment "gener"all-y shorvs instruction of L/2 hour per cycle or

less to be no more effective than none" (p. 36).

The amount of time devoted to music classes in Manitoba varles

grea't1y rci bhin the pro\.¡ince. The time al located f or music can

v6rry wi thin schools f rom year to year , since the al- located time

for music instruction is at'l-Ìre discretion of the school

admini s trat ion .
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The [4r-rsic Educators National Conference (fSgS) set as one of its

goals that mursj-c at the elementary leve1 shoul-d be at least' 7% of

-t-he tot.al instruc-tion time or not felser than 100 minutes per week

(ZO minutes per {a¡r) f or. a "basic" or a minirnal music program. For

¿¡ "quality" ot" a music pr"ogÌrãm of hi-sher stanclards there should be

150 minutes (SO m j-nutes a day) or 9% of instruction time ' The

Mursic Educa.tors National Conference states t.hat it hopes that mariy

school distric'ts wilI exceed this 1evel and aspire t'o excell.ence

(p. 16).

The amount of instruction time correlates positively to the

quality of the proetram. The Manitoba Music Assessment( 1982 )

"v¡here mot e time is allotted to music instruction, it appears

students tend'Lo spend that time more extensively upon concrete

tasks such as reading: and writine] rhythms" (p' 3B) ' Reading and

wrj,ting rhythms are an integral component of a music proC;l'am'

lr.or,vever, other musical concepts must also be developed throueh

instructi,on. The cruality of a music proe;ram and the knowledge

j.mparted to students requires time. In order for students to learn

mnsical tasks each student needs to be exposed to these tasks

r-rntil they are mastered.

A str.rden.t ir-rvolrted in a music program needs time to assimilate
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vêrioi-l s musical informatj-on and how the different components

interac.L in music. T?re child learns simple melodies and

eventual. l5r learns to discrimi.nate pitch changes. Experiences j-n

r:epea'bing dif f erent rhy'thms adds to the chif d's repertoire in

singing as rvell as pJ.aying j-nstruments. The ability to read, sing

and play musical no'l.a'tion is developed-through identification of

note vaJ-ues, rh5zfþ¡11c patterns and melodic sequences. Harmony and

form are comprehencìed when a child receives instructio¡r and

participates in makj.ng-music.

Ti're concepts that the chi ld needs to understand to make music of

intrínsic value take time to es'Lab1ish. Instruction in music is

sequentia] with e^oa1s and ob jectives. In order to meet these

objectives and assist the child to become musically fi'Lerate more

time must be al. l.ocated to the music progr am.

Before the incorporation of a discipline-based art education can

experience a positive change, the administration, principals,

teachers, and par"ents need to change their perspective on the

rralure of art and its' place oi1 the curriculum. When art is valued

in its'contriburtion to society and culture then art can assume a

urnique and prominent position within the school curriculum.
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lleyond Creatins ( t gSS ) f ouncl '¿hat school s that provided chi ]dren

witir a visual- art program used art as a hands-on activi ty ratkier

than promoting art as a unique subject witÌ-r curriculum objectives

ancl planned experiences. Classes provided students with 'make and

',.ake' opportrrnities doing such tl-¡ings as cutting and pasting, and

other craf -b activities. This activity was g:enerally viewed as a

specì al time by students and 'Leachers. . a break away f rom the

academic school da5'. This was a time for pure relaxation and

enjoyment, with no specific curriculum objectiwe. This type of

prog,r"am cloes no'b evrdorse any concept of intelligence.

If the vj.sual ai-ts are taueht by an art specialist the art program

likely is more power-f u1. One rvould Iike to assume that a person

with the appropriate qual,ifications and expertise would tend to

displ.ay more interest and provide the students with concrete

experiences and objectives rather than 'busy' work. Eisner

(tSgS) voices símifar views regarding; the observations of DBAE

programming. I{e states that "teachers' commitment seemed to

depend on their interes-t in art education or their sense of its

rralu¡e in the elementary curriculum. Consequently, principals'

att itudes ai-rd knowleds:e will probablv decide whether ins'bruct j'on

conti,nues and is consistent across the classrooms" (p. 32.
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The iriianitoba S¡¿sic Assessment(1982) voices e similar conclusion in

i-e.s^ar<1s -l.o music. "Among designated tmusic specialists' in

il{anitoba schools aj:e those rn¡ho are specialists by virtue of

assieinmei1t, not qualif ication. It is thr-rs possible that not all

-mu.s:i c specialists' have the musical ancl pedagogical expert j.se

necessary for the comprehensive attainnent of curriculum

ot,jectives even at a primary leweI" (p. 36). In order for

s't,uclents to develop appropriate values and truths about the arts a

teacher must di spla5r these val,ues . A student cannot learn holv to

read rhy'Lhnrs unless oppor-bunities f or -bhese readings are providect '

The teacher must have more mLrsical knowledge than the student and

uncierstand how to i.mpart this knowledg'e ef f ectively.

The arts provide alI children with an avenue of self-expression'

tr{hen edurca.'Lors atld societSr accept artistic expression as a for"m of

liter"acy, the arts will assume a comparable place with speech and

1 i terature .

DBAE through its efforts, essists the educator in developing an

awareness of the significance of the arts. Parents and socie'Ly,

1n general , rvi I I become aware of the a.rts when the educat ional

sJrstem pl.aces emphasis on these sub jects.
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In the analysis f ol1o-$-up stucl5' of DBAE programs, the Gett3' Center

founcl that the easj.est lvay to cet support for new programmine; from

.tee¡chers was to ha.ve the t.eacI-rers ancÌ Lhe pr incipal i irvolved in

the earl-5' pf annj-ne; of t-he pro ject. "The distr"icts enjos'ing the

strongest teach.er and pri.ncipal commitment were the ones that n¡ade

the greatest efforts to involve them during the planning stage. "

(Eisner, 1985, p. 56) . Teachers, generally, are sensitive to the

pi:iorities of the principal. If the principal. deems art as an

j.mportant sr-¡b ject , then the teacher wi 1l spend more time and

effort to establish its' importance.

Stake, a program analysL of the Illinois DBAE program, states in

Be:¡ond Creatins(1985 ) tfrat DBAE programming was very benef icial to

'Leacher"s. He s'bates that "program training builds teachers'

confidence in handling new concepts and methods, and devel,olrs

their skills in getting students to approach art seriously" (p'

Wilson, studS'{rrg the Ohio proe;l'am, also states in Beyond

Creatins(1985 ) tt'rat DBAE programming; was very benef icial to

teachers in Ohio where t'esearch was conducted at the schools. She

s-bates: "Their exoitement ove¡ new lvays of thinking abou't and

'Leaching ar.t has proved inf ectious" (p. 40 ) . \{hen teachers teach
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with enthirsiasm, students seem to be more eager to learn and

r'espond positively to nerv concepts and coLrrse content.

As to be ëxpected rr¡i th any new }f,rog:ram, the f ol low-up stud5r of

DBAE found that the leveI of teacher proficiency and inter.est

var"ied consider"ably. Eisner (fSgS) states that "teacher

commitment seemed to depend on their interes'L in art education or

their sense of its value in the elementar¡' curriculum" (p. 25) .

Itrt-erest of the teacher seemed also to be directly effec'bed by the

attjtude and knowledge of the principal. Althoueh the support of

-lhe administration is necessary f or the s'Lart-up of this prog:ram,

the cont.inued interest of the princirral could determine the

coiet inuat ion of thi s program ,

The same principle applies to the prog,rams within music education.

Alt teachers come-Lo the schools with different interest and

proficiency within the field of music education. The support of

the administration within the school and the division help the

tea-cher to create a successfu1 program. The principal supplies

suppor-t through f unding and at t i tude .

In-servicing and professíonaI development helped to instill in the

teachers a belief in this nerl¡ art approach. Beyond Creeting
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,,fou.nd-thal. as a resr¡1'1. of 'Lraining and su}rport teachers expressed

comfoï-t in l.heir new rol.e and enthusiasm" (Stake, 1985, p. 36)

Teachers of

deve l opment

mulsic also lcenefit from in-servicing: and professionaf

The music teacher needs the opportunity to develop

different strateg;ies for teaching' various concepts

The Getty Center also found that a model for teaching art was riot'

sufficient foi'

activities for

teachers Teachers need to have a curriculuin rvith

student shoufd

that provided a

each concept and skil1 that the

masteri The DBAE model was a theoreticaf model

conceptual framework for the curriculum. The contents of the

curricu-l um varied within schools and rvith teachers, but generally,

teachers were hesitant in developing their own curriculum which

art produc-t.ion andwould incorporate ai't history, art criticism,

aestheti-cs In order foi: each school to develop an alrl>ropriate

curriculum,'training to

concepts and approaches

assist the'Leacher to master the pro€ir"am

were necessary. In Be¡¡ond Creatine

I{il.son states: "-Lhe curricuf um gave t}re teachers the opportunity

to develop other Prog'rams to earn the support of the community

and the administration; to share ideas with teachers thror-rghout

the countr5r; to grow and develop; and, most important' to better

serve the chiidren that thes' teach" (p' 40)



When a written curriculum rvith ins'bruc'Lional goafs is in place

.their the evaluatíon of this program can be developed ' The

eval ua'Li,on of a program is crucial f or program quality and

clevelopment br¡t also f or the acceptance of art as a basic sub jec't.

f n the present. constr"uction of the mally school programs, 'bhe arts

do not formally assess students to determine their artistic

ability or lvhat progress j.s made throughout the prog;ram. The

Manitoba fulusic Assessment ( fSSZ ) states: "More attention should be

devotecl 'to individual perf ormarlce skills rvithin the class se btins,

since indirri.ciual skills do not appear to be satisfactorily

cleveloped" (p. 39). When evaluation orì ski1ls takes place

studen.ts rvill. ptogress. In order for an accurate assessment of

-t.hese ski11s, stu,dents need testing to determine which ski1ls are

already developed.

Students view the arts as an easy credit where and when it is

of f erecl . This comes f rom the f act that there f requently are rìo

traditionaf formal exams, tests or assignments that establish a

gra1]e. The arts accomplish two thinss throush. formal assessment.

Special and talented students are noticed and identified. A

viable pr.og;ram in music or visual arts and suitable programs for
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ti-aining and pr"ogress can Ì:'e es1-ablished. Training and pr"oeiress

of stuclents rvith talents afso helps to establish the arts as a

.¡iaLrl.e srrbject

In some instarlces the arts do lj.ttle to help promote the student

academical. lS' ¡¡p*."¿. Ei sner ( 1987 ) states that "unti1 qui'te

recently the ar"ts did not carry weight in college admissions

cìecisi-ons" (p. 3B) . Bef ore LgB2, prof iciency in the arts was of

little significance for college admissions unless the student

intended io ma jor in the arts. Horvever, since 1-982 "approximately

twenty states have created poli-cj,es requiring a year of study in

the fine ar^ts as a condition for hieh school graduation" (Eisner,

1-982, p. 3B ) . Tire schoof needs to re-e\¡aluate its priorities so

that studenf.s receive instructiorr that will help to make them

proficient in the arts so that they have an easie¡r time pursuing;

-Lhe arts.

Beyond Qre4_!-iqg(1985 ) suggests that evaluation of the visual arts

proe;ram was minimal. Students I/úere graded on their products, with

tests and examinations being rare. Therefore, the arts were not

treated as an integral part of the curriculum as the other

"academic" subject of the school. Parents do not concerrÌ

themselves if their child has received a ìD' in art or music,

-Aa _



horverrer, if tlie same received ¡:] -D' in mathematics, the parents

rvoulcl app1.¡r pressure ot1 the chi lcl f or grade improvement. Teachers,

Likervi.se â.re not overly corlcer"ned with the content of the mu.sic or

visual art program, but frequently see this as a time for total

in'Legr:ation where students can learn song:s orl a theme or.topic

hcins r.êsefìrched in the classroom.

The t{anitoba h{usic Assessment (1982 ) again acknowledges a similar

concl-usion. "Formal assessment in music is a r'ery novel

exper.ience f ot both teacher"s and students, a f act which almost

cer'ùainl,y accounts for: some of the dramatic disparity betlveen

expected and actual achievement. There is a pressing need tc¡

monitor fu¡:t.her and evaluate music instruction and achievemen.t ol1

a more regular basi's in order to ascertain that prog:ress is made

in an identified areas of weakness" (p. 37)' Evaluation is

critical. Atl academic subjects in our educational system have an

evaluation process. In orcler for the visual arts and music to

become more viable and credible, strong eval-uation procedures need

to be irecorporated into the system.

Beyond Crea t i ne ( 1985 ) sta'les that thr"oueh DBAE proe;ramming 
'

students demotestr.ate " that they had learned somethine about tl-re

importance of plaiening ahead, analyzing, and interpreting works of
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ar,ú" (p. 36). \{hen studen'r-s ar"e able to dernonstrate -Lheir

f ee-l,ipgs f or the a¡ts through production and discussion ' certain

goals have been attained.

The treatment of the arts in Manitoba schools tends to be that of

a special sulr ject unlike the other sub jects withj-n our curriculum '

Art eclucatíon at the elementary level is eîenerally taught by the

classroom"Leacher ivhereas music is more frequently tausht by a

speciat j.st. IJorvever, the Manitoba Provincial Music Assessment

indicates tha t gO% of -uhe schools in Iüani'Loba have a music

specialj st. This would indicate that 7O% of the schools within

llfanitoba ha.¡e music instruction with a classl'oom teacher or

someone assigned to the task of teaching music, The Manitok¡a h{usic

Assessmen.L(1982) reported that where there was a music specialist

with musical knorn¡ledge there tended to be more emphasis placed on

the music cur¡iculum, and 'Lhus moÌ"e evalua'bion -look place ' ( p'

ò( L

The llinal point made i n Bevon.l Creatins( f SgS ) encompassed its

other f indj,ngs. I t was f e1t that the s'Late of the visual arts in

the scÌ:roo.l- was def ici ent. This was concluded f rom the way the

visual arts were being taught. Eisner makes the commer1t: "the

present methocì of teachin€; the visual arts reinforces the notions
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ihaL ert education l.acks fundamental importance" (p. 2).

@(1-9B5)corrc}udedthatt}-rereneecledtobemoretime

devoted to art education in the school. Art education also needed

to take on a nel$ man.ner of instruc'Lion. Art should not be viewed

as a time f or art pr.oduction aIone, Ì¡ut the curriculum needed to

include historr¡ and criticis¡n as wel-1.

The pi:oblems voiced in the Manitoba Music Assessment(fSgZ) are

simifar to the ones cited in Beyond Creatins(1985). Both, music

and the visual. arts, need more t j-me, better qualif ied teachers,

ancl more f ormal evaluation. A more qualif ied 'Leacher will develop

a better prog;ram which is likeIy to evaluate the students more

formaIIy. However, more instruction time is still required to

r:np"rado 'f he status of the arts.\rrù ! uu

The problems identif ied in the studies Be¡'ond Ct..attt*(1985 ) and

The Manitoba Music Assessment(1982) seem to be a result of the

traditional view of the arLs. Br"oud¡' states in Bevond

Creatins- that "the arts owe their position in the curriculum mol"e

to ti-adi t ioiral r'es¡rect f or" them than to any strong bel ief in their

usefulness" (p. 7B -79).
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Tra,ditionally, the ar-Ls have been used mainl5' to devel'op the

chilcl' s geneiral, creative ab j l ities . Teachers hawe resisted

pro\¡idins structure ancl content in the art programs because

stru.cture, it v/as reasoned, would stif le tl're chi Id's innate

cr-eatirrif y. This 1ef t the arLs to develop programs that were

littl e more bhan providing the child with a medium and a top j'c '

This traclitional approach appeared to have no sequential

clevelopment of concept or basic skil1s '

Teachers should not receive the full bl-ame for this perception of

the arts. Lowenfeld (19S7) implied that the approach to be used

in ihe arts was that t,he arts lvere no.l- so much taught as cau.ght.

I-owenfelcl states that exposure to the different materials and

styles available rvould be of most benefit to the child. "The

major mission of the field of art education is to facilitete t.he

creative development of the child" (p. 73)' The teacher shoul.d

provide support and stimulate, and in so doine would be a good

teacher of the arts.

E j,sner (l_SZZ ) states that Lowenf eld "has had the most enduring; and

inflr-rential impact" on the instruction of the art curriculum (p'

56). I-owenfeld's immense influence on art education would thus

encoura€ie teachers'to only expose students to various art mediums
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ancl techniques. This would benefit the chi1d.

In order to develop a good program in the arts, objectives with

co¡rcepts an.d skills need to be developed into a sequen-tial

progra.m. DBAE researchers found that through trainine; and

in-se¡rvic j.ng teachers, a written curriculum f ollowing the DBAE

model could be developed. Principals were able to evaluate the

implementation of art education in the same mallrier as other

subjects areas such as mathematics and language arts. V{ith the

clevelopment of a writ'l-en curriculum and administration evaLuati.on,

art is then seerl as one of the basics.

\{i1son, resear"chi,ng the Vireinia Beach DBAE program, states in

þey_ond Creatin.e that " the guides provide a basic structure that

lets them plan and teach as innovatively as they desire" (p. 2B).

Teachei:s can plan their lessons or1 different components of the

curriculum and model their classes to meet the needs of the

individuaf s.t.udent. \{iIson concludes by stating "the results of

the proe;ram also demons'Lrate clearly that it has promoted

creative, f Iexible teaching. ...the students not onl-y produce

:impi.essive artworks on their own, but show exceptional competence

in art history and criticism as weI1" (p. 28) .
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tr{rheir '¿he õrr 1. s a.r'e wi ev¡ed as a basi,c educational subiect the

tr"acli tional bel i ef s Eisiaer expr'esses are disPelÌed. Eisner

( 1987 ) states that another traditional belief of many members of

talented in thesociet3. is Lhat "only a few children are actually

arts and that the abilit¡' to create requires a talent that only a

few possess" (p

teach the arts

tol Therefore, it would seem to be fu't.i1e to

to most of the students in the schools because they

do not have the capacit¡r to understand, experience orto crea-Le

art.

The attil.ude that education in the arts is only for a few students

have a placer¿ouLd indica-Le that programming in the arts does not

within the public school system. The pub'1ic school system is to

provide -l-he same opportunities through education f or al l students .

llhen only a small portion of the students in the schools benefit

from the arts program then this prog:l"am does not give all the

stuclents the same opportunity. Education in the arts has not

r'êceivecl the i.mportance tllat it should have because of society's

ti"aditi-onal vrews Education in the arts has for mêny years been

ireglectecl and ig;nored

To change this status

Beyoncì Creatine ( 1985 )

a so1id, sequential prog;ram

concluded that in the seven

is rrecessary.

districts that



were s''cudiecl that the "program quali Ly r"e1¿rted directly to the

instr.urctional goals leve] of specif icity" (p. 60 ) . Wherel¡er the

curr"i.cr-rl-um spei lecì ou-L the aims, concepts, and directions j'¡r

d.e'uail the program was a quality program with consistenc¡'. Orre

catltlot dismiss these f inding:s as coincidental ' For teachers the

curlîicul-um guide is the major source that provides them with the

confidence to pr.ovide a program of hieh quality which wilI foster

creativity and different strategies.

DBAE is a curriculum designed solely for the visual arts. However,

the similarities betlteen the visual arts and music can be

extended, to the developmeirt of a model f or both of -these ar L

forms. If DBAE can cr.eate a discipline for students in the visual

arts than a similar model should creête a discipline for students

in music educati.on. Mr-rsic, as well as art education, has taken a

'back seat'to the other academic subjects in the same manner as

alît education has. The similarities between art education and

music education are strong. Both, the visual arts and music, are

vien'ed as art and are a means of self-expression'

Educa'Lion in i.he arts is as fundamental to personal development as

education in mathematics, Ianguage, and science' Education in the

arts enhances our ability to fully expel'ience beau'ty as it deepe¡rs
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our understanding of culture and h.istory. It enables 'bhe

in.cl j,vidr-la.l 1.o understand and ap¡rreciate man's highest

aclrievemen.'Ls.

Insf.ruction in the general a.rea. of the arts develops skil1s vital

't-o a chitd's f u11 educational development. The child's perceptual

and anal.ytical skill s are sharpened, creativit¡' and imaelination

ar.e reur.tured f or innorrative thinkins and probl em soIvi.nel. These

ski11s are vital to the performêrrce in the other academic âreas.

The child can achieve these ski1ls th.rough the arts and refine and

perfect these skills within the academic subjects. The arts need

to lay the foundation for the education of the other subjects'

SUMM.ARY

In t.his chapter, the concerns and problems cited ¡,vithin the

Manitoba Music Assessment(1982) and Beyond Areeljng(1985) have

J:een outlíried. Numerous f actos inf luence the present status of

music educa.t.:ioir a-nd visual arts education. Regardless, the arts

have a similar premise and are of vital importance to the'whol-e'

ed.ucation of bhe child. There is a relationship between the arts.

The fol1onì.ng chapter wiIl focus on the relationship between music

eclucation and eclucation in the visual arts. The arts at"e a
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necessi'1.32 rqj'ulrin t,he school s¡r5'lsrn ancl the students receive from

the ar.ts rvhen thev are edr¡cated within the arts. Schools need a

sot¡ncl ourri.culum within -the arLs, ',vhether" it i.s music education or

the visual arts. Tire strong relationship and the similai"

philosophical base of the arts (muisic and visual arts) will

demonstrate't.hat the j.mages evoked by the arts wiÌI influence the

s tudent s i n var i ous academi c war/'s .

The stuclies Beyond Creatin.g( 1985 ) and the Manitoba Music

Assessment (1982 ) reiterate similar f inding:s, conclusions a{ld

recommendations. Beyond Creatine;(1985) studied the visual arts

prog:r"am and the ftlanitoba tr¡lusi-c Assessment ( 1982 ) examined the music

program. Beyond Creatins(1-985) was conducted in the United States

rth.ereas -bhe Manitoba Music Assessment ( 1985 ) \1¡as conducted in

Manj.t-oba. Geographical locations dif f ered and the programs

exami-ned also were dif f er"e11t, however, the f indings seem parallel.

The assumption can be made that môny of the same ail-ments aptrrly

uni 1a'teral I y lvi thin al l the arts programs
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TE__EE¡ATJONSHIP BETWEEN ART EDIJCATION Ai'üD lv{USIC EDUCATION

1n -'hi-s third chapte¡ the cot-iclusions and findings oî Bevo¡rd

Cr:ea.t.jn.q(1g85) and The Manitoba Music Assessment(l-982) rvil-l be

cliscussed. These f :indings tend 'Lo indicate that manv of the

problems experienced within music educa.tion and visual arts

eclr-ication are similar ' If DBAE successf ully chane;ed a ttitudes of

edr-rcators, student's and society in reg;ards to visual art

edr-lcati-on, then the same model could be utilized f or music

educat i on .

Paraltel concerns and problems could indicate that paraIlel

philosophies may exist in music education and visual arts

education, Al1 the arts are grouncled on senses and feelings and

evoke images for the student. Reimer (1-9?0) states: "A1l art

serves the same function, which is to provide a means for

explorinÉi and Lrnderstanding: the nature of human f eeline. A'11 art

yj_e1cls i-nsi8-hts into f eeling thi:ough the same mode of sharing,

whi.ch is to perceive the condi-bions expl'essive of feeling and to

reaÇt to their affective power" (p. 143) '

To s'tate that visual arLs education will assist the child in
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spatial, relat ions whereas rnusic will provide a basis iir abstract

thiirkj.ns r'-s an understatement because al. 1 the arts give

oppor--uunities 'uo the I earner 1,o cÌevelop the senses through

f eer'-ings. One art f orm does not necessaril¡t provide more f or the

chi I ds edr-tcat i.on than another f orm of art . Al l the arts make

contributioirs to the development of the student.

Boyer (Jan, 1979) states that a school is needed in which "it ís

clear to students that we communicate not just rvith words, but

with music, tireat-er, dance and the visual arbs. Introducing

str¡dents to the power of these symbols must also be a part of

language fundamentals" (p. 15).

Foshay (Dec, L97B) states that earlv life should begin with the

realitjes of the arts. OnIy after the child has had an extensive

acquaintance rvith these should the abstracti-ons of the basic

language and mathematics be introduced to the child.

Both Boyer and Foshay agree that learning; , in what is g;enerall.y

corlsidered -Lhe basics such as languag:e, science, and mathematics,

should come concurrent with or after a learning; in the arts. Boyer

sees the ar.-bs as a form of communication rvhereas Foshay sees the

arts a.s a source of data about real ity. Both, Itowewer , see t.he

-59-



arl-s as a brj.dge l¡etr';een

mathematics and science.

n'orl-d of ltords aird creation,

of imaeies.

Tmaqaq nl ar¡ â

more so when

raw exper i erece and abs t rac t s such as

Before the child cê11 enter into the

the child must possess a storehouse

dominant role in general every day life, however

corlsíderine the arts Imac;es through the arts also

the educated mind.enhance and enrich the formation of

Broudy ( 1987 )

education are

replicatively

s.tates 't.hat " the arts as Iearned in general

used associatively and interpretively, rather than

or applicat j.ve1y" (p. 7 ) In general education the

student experiences language development thror-rgh the spoken '"vor d

a picture of a cat andwi th vi sual- assoc iation

l earns to speak ' ca-b '

The child sees

Teachers utilize various concepts by

allowins the child-to interpret the visual form. Through

association with the study of a picture the child analyzes

The arts canseÕruencine;, emotions and drama within the picture

and should be utilized

-Lo Boyer should also be

in thi s manner however, the arts according

replicated and used through application

Musical sel-ections can be replicated and meanine; dralvn through the

appl i cat ion rather than only 'through assoc iat ion and

interpreta-Lion of the art work.
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The arf:s can do more thair compliment general learning; . Music

eclucation encourag:es studeirts to develop their own music. S'Ludents

neecl experiences bef ore attempting to repl j-cate musical works.

Itlusi.cal excerpts can be experienced vocally ot'through Pla5rin* arl

j-nstrument. The techniques used by the composer can be

^Lransf erred into musical composi t,ions created by the student '

It, is.Lhrough repi-icating and appl¡.i¡1g artistic knowle<]ge that t}re

aI lusionary base becomes etlriched. The a¡bs wil l assist in

l-anguage development and conceptual understanding, however, more

can be obtaineci through educa't.ion in the arts. The arts make

contributions to the general education of the student, however,

the ar"-bs f or arts' sake is af so important . Al l the arts

contribute to the development of the child. The function of the

arts is 1:o enr.ich 1.he allusionary base which is the store house of

imae;es and cÕncepts of general education.

The alfusionary base refers to the conglomerate of concepts, ímage

anci memories that are available to prortide meaning for the reader

or listener. If the allusionary base is not developed the reader,

I ister-Ìer or observer- will have to let a lot of inf ormation go loy.
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The arts deal exclusiwelw in visual, to¡ra1, and kinesthetic

images. These images are found in the world around us, Many of

the images are denotative but connotative images are used as wel-1

The a.rts utilize images that are of human importance namely that

aird jewelryof vafues. Pictures of foods erpensive automobi les ,

are d j.¡rectly perceived as desirable. In some instances the image

is so similar {o nanlì*rr +hat their value is obvious. Brondy

(1.987) states: "there are numer.ous unnamed value intimations that

a piece ofma5/ be conveyed directly by a painting', poem, or

mrrsic" (p. 21) The images that aì"e con\¡eyed to the student b.ave

a ciirect bearing on hi s later 1if e experieirces with reality.

The al-lusionary base is the stock of all that we think and feel

Ski1ls, concepts and attitudes of languages whether scientific or

technica.I are founded on this allusionary base

The arts feed

value i-n the

'Lhe s torehourse of imaees Educators see wort.h and

arts as it pertains to general education. Music and

rtisual arts are included i.n the school curriculum with as sumpt i ons

however,oi their contributions to general education. The ar"ts,

oan influence the development of the child as well as erìhance

conceptual learning of generaf education
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ASSUMPTIONS ABCIUT ]IHE 4BT.q

I{n lcller (f SgZ ) aiscusses the basic art assumptions that are made

by educators is respect to the contribr-rtions of the arts in the

chitd's general education (p. 52) .

One of the basic assumptions about arts programs is that there is

a s imiì-arity across the arts. This assumption is supported by the

research and writinss of both Bennett (fSAA) and Boyer (1979).

The arts need to be an inteelral part of the chifd's education

because of the greatness of mas-berpieces. The values, beliefs and

custorns'chat al:e transmitted from the various cultures a.re of

er'ê;rt sie'rrificance 'Lo'Lhe eciucation of the chi1d.
èr \,!t

Another assumption Knj dler ( 1987 ) outlines is that all the art.s

are forms of expression and creation. AIl the arts have the

un.cìerlying dimension of expressiveness. f n each of the arts the

form of expressiveness wil.!-'take on a differ"ent dimension. Tn

visual art, coIor, line and hues are essential whereas in music

the iones and sounds of different pitches, dynamics and tone color

are the rrehi.cle of expressíon. The communication of f eeling and

emo-bion oc;cul.s 'Lhrou€;h the ctif f erent senses in bhe dif f erent arts.
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îlitliin all the ar'-t. f orms 'r-here is time, space, movement and

rhyt]-rm. These components take on dif f erent interpretations. Iir

-bhe .¡i-sual arts, i"hythrn can be successive I ines drawn on a lrhite

In dance, the i'h5r{þ¡¡back€iround rvi th g j.ven int erval s of spâce

celn be clemoirstrated thi:ough a physical movement and in music, the

rhythm is expÌressed th.rough a comtrination of sound and silerrce.

Ânother wiclely

not conclusive,

accepted assumption, which I{nidler (f SeZ) states is

is that the arts accelerate and facilitate

learnir-rg in the other sub jec-t areas. The arts have the potential

to sustain i.nterest and make the learning Ìf,rocess more enjoyable

The rol-e of 
"he 

ar-Ls in this capacity is instrumental rather than

of. intri.nsic value to the learner. However, if the arts create

interest alÌd stimulate

i-n the other sLrb jects.

'the lear¡rer then the student lvi l1 benef i t

These benefits lvill result from the

s'ti:ucture the student has exrrerienced in the arts

of f er".

and the ex}rosure

to var"ious creative aspects that the arts The student will

thinking' processexperi ence a new perceptì-on of his woi'ld and the

of the chi 1d wi I I be more rounded arld stimt¡1ated

EngeI (1987) feels thab "the ar-ts are about rvhat we know; they are

about knolvledge . They are sJ'mbol ic f orms which say very important

t.hines 'bo us. It is their essence, that is,
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-ihey con1.ain" (p. 53).

The ar ts take the individual þeyond the commonly experienced

emo-bions. The arts adclress f eelings 'Lhat def y verbalization.

These emotions are not the superficial feelings of jov or sorrow'

De',t,ey (1958) states: "if all meanings could be acìcqua'belv

exlrressed by v¡ords, the arts of painti¡rg and music rvould not

exist. Ther"e are val.ues and meâ.nir1g that can be expressed on15r þy

immediately visible and audible qualities" (p. 74],.

Artistic eïperiences assis-L the child to focus on expressing

himself it'i creating a musical tone or a visual concept. Through

this abi1ity, learning in other subject areas ma.y be enhanced.

Ei-sner ( tgAZ ) states: "music educators need to work rvith visual

ar-t, educators. Bottr groups need to work with those in drama,

dance, and literature. All of us have a common stake in the arts

ar-rd share a comnìon belief in Lheir importance in the educatíon of

the young" (p. B0). Educators have worked alone but need to

realize bhat i.n order for the arts to survive and play the

signif icant ¡roIe that they can within the child, all the arts

eclucators need to t¡nite.
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The focus of 'Lhe music program rsill be different than the

objecti.ves of the visual arts program, howerter', both of these arts

ÊìÌ:e providi ns opportu¡ri t ies f or s'Ludents to exper"ience 'the arts

¿res ihetically,

TFIE ARTS AND TYPES OF LEARNING

rifi thi.n the music program and the visual arts program learnin€l

takes place in different ways. The same concept can also be

learned in vari.ous ways by different students.

A g:rea't deal of time and effort is spent by many educa.tor-s and

theorists t,o distinguish between concept learning,, skill learning,

tìre f ormation of attitr-rdes and appreciations. S budents dif f er in

thej r abj litj es to achieve these different types of learnings.

One type of learniirg is that of conditionins. This is a systematic

rewa.rd of the desiied respollses and the punishment of the uirwantecl

responses. Coirditioning is used within the educational system to

'ceach a varj,ety of skil1s and attitudes such as spelline,

multiplicatioir tabl-es, historical f acts and dates. f n music a

chi lct f eels rewarcled lvhen his instrumental playing creates a

p,l.easing sound within his g'roup. Punishment is experienced when

mis t-ahes are rnade and clissonance results.
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Änother +.ype of learning is tlr.at of i"epl-icatiwe l.earning. Thi s i-s

the ability to perform on dema¡ed rvhat has beeir practised duirine:

the learnin.q. The lear"ning consists of rules that i-dentif y the

tasks, applyíng the appl:opriate l-LIl,e of 'task, and repeating 1.hese

pl.ocedures to a degree of prof iciency. As stated earlier, I{arr'¡'

Broucly sees this't-ype of l-ear¡ring as a.Fundamental necessify

wi thiir arts education, fulusic is gove¡ned b'y basic rules of

melody, rhythm, I'rar mony and f orm. The visual arLs also Ìrave basic

skitls iha1. neecl to be f ol lowed bef ore a picture is painted.

Itf¿:ste¡y of 'l.hese Lasks does not guarantee success in'Lhe

non-school, situations. General.iz-ation is require<I 'to take these

ski I I s ancl app1v them to everSrd¿v situat ions ' Broudv ( 1987 )

stai<+s "the¡re remai.ns the need to g-ene¡alize the practised

sol-utions to urlpractisecl ones" (p. 9).

School.s, in generaì-, are constantly critícized f or their f ailures

l.o't"each strrdeilt-s important skil1s as r,rtell as the application of

these ski11s. Br:oucly (i 9s7 ) states "in as much as learninEi

pr.eci.se responses to standard s-timuli is supposed to be a mattel:

of coircliti oning, the only excuse the school has f or delinquency is

insufficien.t ri€lor in reinforcÍng the desired response posiLiveIy,
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b¡¡ rervard, or

Schoo l. s harre n<¡

calr oirlw enhance

11 ôga'L i.¡e 1]' , br¡ puni shment " (p. qì

control o\¡er the general abiJ.it5' of the child aircl

and stimulaLe'Lhe chi1d. Since, generali-zing, is

corlsiclerecl to be a measLrre of mental al¡i1ity the schools can do

litt1e but 'teach 'r-he child 't.o a¡rnlw skills 'to any situation

Students need the ability to do more than generalize. Students

need to understand the relationship of parts to a lqhofe, the

intei:ac-t.ion of one t.o another in a meaningf ul- way. This

in"t-eraction is bhe recoetnition of particulars that are similar" but

no1. 'uhe same, and the ability to understand the relatioirship

betiveerl par-ticulars that are not identical. Concepts are patterns

of ideas.

The ability

importence

to discern betlveen a patteirn or a design is of gr:eat

i,n 'the arts Patterns n'ith music can be transferred

from orle musical selection to another A solid basis in different

rhyti-rms and motifs will assist

selection.

the chíId to easily identify these

in ano'Lher musical When a child can identify a

prevj.ously lear"ned lrattern transf er takes place. The Gestalt

psr/chologists believe that patterns are perceived, however, if a

pattern is not obvious, th.en we pattern the perception ourselves.
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A str-¡-clent of music is expected to duplicaLe a rhythmic pat-lern on

his instrument, lthen a child does not have a familiarity with the

basi c rht'thmic componen'Ls, he ','¡i1l tend to have more dif f iculty

reproducing: the desired i:hythms and develop patterns he feels are

simi lar .

Students need experiences that go lceyond generalizin€ç and

sys'Lematic thinking. Experiences that change Lhe student way of

thinkins ancl the attitucles towards thines and people are desired,

These a-L'Li,tudes come into beins without beine learned but rather

thr"ough experience. Within the arts the feelings blend with ideas

to produce imag'es of feeling. Broudy (fSAZ) refers to this idea as

the "reaIm of the aesthetic, that is, knowledeefu1 feeling and

feelinsful knowledele" (p. 11 ) Experiences for the students

should focus on knowledge that can create and evoke feelings, as

well as allowing the students-to learn from thei.r feelings in

order to arrive at rrew knowledge.

The r.isual arts and music both evoke feelings. The visual arts

tend to structure one's response more so than the musical arts do.

The resporìse to the visual arts is definitive and predictable.

Within music the tonal analog'ue is open to interruption, A
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pictr-ire of the crucifixion of Christ rvill be viewed with deep

emotj.on as a. hj-stori.cal fac't., whereas, a mLrsical selection of.the

se,me e.vent will not llecessarily lead the l-istenel" to experience

the same emotions and imag'es of the even'b. The music of fhe

ctucifision could resembfe previously experienced music and the

images and emotions that were evoked dur"ing thaL experience.

Images play an impor tant r-oIe in the deveÌopment of f eeling:s.

trmages are the sen.sory patterns simí]ar to the visual images tha'l:

are p¡oduced þy the eye and the brain, However, not alI sensory

patter-ns procluce inrages. \{h.en a sensory pattern is like somet}ring

else it can procluce al1 image. Past experiences must exist in

or"der f or a ne\tI sensory pa'ctern to become an image '

In oLlr schools, retention is the common measurement of scholastic

a.chievenent. The impac t of irna8;es f or this reason is important '

Paiwio (fgZf) states that "imagery is centrally importairt in

f a.cilitatine loreg-'{:erm re'tention" (p. 329 ) '

According to Paivio (fgZf) the brain stores information that j,s

imaginal'arrdverba}.Imager¡'allowsthelearnertointernalizea

ver.bal ipput j-n'to a more concrete imaginal one. This reinf orces

th.e notion that educa'tors har.e uti I ízed f or years , in relatíng the
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!ïord (a sound) v¡ith a pictr-rre

The converse pi'ocess of g;eneral i zíng, images can devel-op a hiehly

compl-ex struc ture 'through an image. For example, worcls such as

hol iness and tr:atriotism, cat'ì be conveyed roore easil.y and

accurately thr"oueh the use of â picture and through the sounds of

a natj.onal anthem. Numerous words are necessary to explain these

r.^¡ords and convey their meaning;,

For this reasoia alone, the language of feeling should be included

into 'Lhe educational system. Both the visural ai"ts and the art of

mursic pror.j.de images that are so necessary for lang;uag;e to

clevelop. Children are not readily capat'le of expressing their

feelings about the images within their storehouse. However, if

tlrey are exposecl to-Lhe art, of music and the visual arts these

feelings can be described with greater ease and sensitivity'

Language and other academic skills are enhanced throu-gh the rofe

of i,mages that the student experiences in the arts. Th::oush the

arts the child deals rsith f eelings, and experiences imag'es.

The development of images influence the childs' imagination' A

child rvi th a good storehouse of imag:es is more apt to harre an

act j-ve imag;j.nat ion .
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TI{E- AEJ!.g- AND TëJE IMAGINATIOX]

Boyer (Dec, I 987 ) "thi'ough the at"ts, rve should f ree

" (p. 3) Boyer refers to all the'{-lre imag,inaLion of

states it is

oLrr chi ldren

ar:ts as contributors to the imagination of our chi ldren. The

In so man5¡ ofimportance is the crea.Livity of tire human spirit

today's cl-assrooms creativity is lost because we are so busy

tr"aining studeirts systematically to understand his'l,ory and rufes

\{e neecl to ed1¡cate students so that they can look at the old and

ihe familiar in new ways.

Faullrirer sta'ted in his Nobl-e Pti_ze address in 1950 that \{e

'l-he mater"ial of the(society ) need people n'ho can "make

human spirit somethins which lvas not

rvho rvi l1 bes t Ìre able to create ' are

out of

there before" The citizerrs

those rvho have the knolvledge

aifd the exposure of the necessary tools, namely through the arts '

Boyer ( tggz )

acurtely, and

s'Lates that our students "need to see clearly, hear

feel. sensitivelY through the language of the ar"ts "

as Faulkner (fsSo)(p. s) Students are capable of creating;

sug€iests only when they have the ability to imagine as described

by BoJ-er .
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The imag'inatíoi-r 'is the image-makine f unction of t.he mind. Our

ser:Lses of the eye, ear, touch, and smefI help the mind to form

patlerns of feeÌing. The imagination can produce qualities in

inan j,mate ob jects or sound sensa L j-ons that are typical ly humatr

qr-lalit j-es. Images can be combined a'L wil l when the ties f or

symbols ancl signs have been Ioosened. An expression such as -the

sky is 'Lhe limit' becornes meaning:f ul only when the imae;e (skv) is

separal.ed f rom its' ordinary clenotation.

In sc i ence , one had to irnagine f lyine through space bef ore i t v/as

possible to manufacture wings. The capacity of the imagination j-s

somethins that should be r-evered as well as f eared. \{hen the

imagi.nation is l-oosened it is capable of all sort of good and

evil. Science is dependent upon imagination for the discovery of

new laws of nature.

The inind has t'eproductir.e imagina-bion and productive ímagination.

Col-eridge ( 1965 ) states " the productive imagination produces

something new ancl important" ryhereas in reproductive imagination

"el-ements are combi.ned more or less freel:t without'the corlbrol of

a goal or purpose" (p, 146). Both types of imagination are

inf luenced by 'the senses.
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The j-maginatiol of -lhe composer is free to produce as'the

j.magj.ilation dictates n'hen cert,ain basic i-u1es of harmoni es are

al terecl or combined . The composer creates dif f eren't and unusual

rnusi.cal works as a result of an active imagination.

According to Broudy (198?) the "imagination refers not only to

sensj.ng of i-mages but also to the construction of images that may

truly or falsely claim to be images of actuality" (p. 17). when

looki,ng at- the irnagj.nation with the above definition then the

concept of an. a1f usionar"y base is prof ita.ble and a necessitS'.

Music directly contrib'utes to the allusionary base-l-hrough the

aural sense, r+'her.eas, the rrisual arts enhances the all.usionary

base through sight. Different senses are employed by both arts,

however, experiences with mr-rsic and tÌre visual arLs contribute 'bo

the devel.opment of images '

L¿ILqU.AçE

A basic sto¡ehouse of images must be in place before language

development can 'Lake place. Feldman ( 1979 ) sta-bes that the arts

are some.Limes viewed as a lanÊiuage. He emphasízes that most

people act as if art is a language in that they respond to works

of art as they do to the written and verbal word. Lrtists within
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any ô.frus area l¡eliar.e as if their viewers and listeners ar.e passive

participants who oan understaird and 'r'eacl' rvhat 't.he ar tist is

sar¡ing'. Vielyei's of a vi-sual, art lvill make statement-s such as: - I

doir't understand what :i s be.ing said' .

Reimer (1970) states that music is not language because its'sound

cannot be transla'ted or defined but has more power than language

has. He states: "Musical sounds are not corlventional symbols.

This fact is the basis for the enormous por{er music has to do what

langr-rage carl not do" (p. 32l, .

The power of tì're arts is'Lhe evoking of feeling, no't emotion.

Bcth, music ancl the visual arts pi"ovicle conditions which arouse

f eelings tha t carlnot be \¡erbal ized. Langer (tSSS ) says: "Because

the f orms of human f eel. ins are much more congrlrerrt with musica]

forms than with the forms of language, music can reveal the na'Lure

of feelings with detail and truth that language cannot approach"

(p. 1e1).

The child's environment is so rich with experiences that the ar"ts

provj"d-^ the chi]d with a tool to simplifv his data. Feldman

(1987) states thab -Lhe arts are "a basic pre-grammatical. mode of

l.ear"ning" (p. 91) Accord jns to Feldman the use of music and the
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visLrô1 arts helps io reduce the chil-d's serlsory overLoad thus

enablins hjm to enlarge his repertoire of s5¡mbols and syntactical

i"eIa'bions. This r"epertoire is transf erred to his verbal

vocabulary.

l.Ir',sner ( 1984 ) ref ers to this theor5. as representation of an idea

-Lo a recognizalole form. fnitially the child utilizes his

imagi.nation to r"ecaIl and maniplrlete what his senses perceive.

Eventually the child looks for a form that catl retrrresent to

himself and to others what he can conceptualize, The child

develops a storehouse of images and these help -the chi 1d to

develop new concepts that he is able to communicate.

Feldman (1S87 ) ar€:r-res tha'L "a logic of images must be mastered by

every individual a't at-r earf y stage of development; that systematic

training in making; and reading visual imag;es must precede forrnal

training;; that the c;eneraf education of aI1 persons ought to

include instruction in what is known as cr"iticism" (p. 94).

C¡.jticism is a private and internafized activity which can onfy

take place if the child I>ossesses enough knowledge.

X4usj-c educatj.on and the visual arts provide the chi. Id lvith

bouncll,ess opportunities -to develop skills in criticism. The
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in.lernaliza'lio¡-r of activi'ties iir these arL forms develops through

participation rvJrich is grounded or1 feeling. Languag;e development

results from a adequate imagic storehouse and then the child is

ah'l.e to express himself verbally.

Al thoush the ar:1.s and sciences depend heavily on the imaginative

porvers of the mind, language is still the best catalogue of the

expelience tha't we have. Imagery is the prime f actor of

associative schooling. The arts, holvever, do not provide the only

source of imag;er5t. Mus j-c and the visual ar"ts provide a ma jor

source, irut lareguage, histor¡r and science also utilize ima€iery.

The ind j viclural uses his storehouse of f eeling:s and images when he

Listens to music, sees a picture or reads a paragraph. Ile rvill

make associations with past experiences and thus build onthese to

make images and corlrlectíons. A lullaby heard as a toddler will

evoke f eelinels of seculri-L¡r and comf ort. In a 1a'Ler experience,

the simil.ar melody lines and harmonic patter"ns will evoke similar"

f eel ing's , ltolvever , the part icipant may now be able to f ocus on

worcls, f orm, or" his emotional state, because of his past

experience.

The responsibilitr¡ of the school-s must be to establish these
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s toreLrouses in thei r^ students so that stuc{ents have ê basis f or

assirnila.tiirg ilerv experiences and knowledge Broudy (1987) feels

read'i ns material thatthat "o. he-w:lng'redient of that schooline is

i-nvokes imae; ery and'l-ests it Our bes'b source for this is the

arts for the¡' Iive by the metaphors of imagery" (p. 27)

In music, resporlses can vary because mtrsic is open to

The visual arts

the v.isual arts

interpreta't j-on mÕre so than the visual arts are .

evoke a more structrrred response Both music and

assi.st in 'Lhe development of the allusionar¡t lcase, Ìtorvever, the

feelings evoked will vary due to past experiences of 'the

rrar"J-ìc'inan* Reimer ( 1970 ) states: "music education is the

eclucation of human f eel ing, throug;h the development of

responsiveness to the aesthetic qualities of sound" (p.39)

Music and visual arts assist children iir becoming; famili.ar with

the ability to build on this sothe ima.gi c base and

lcecomes expressive.

of s'Lu.dents.

Both of these art forms educate

that language

the feel ings

The more

ancl mr-rsic

exposure

'Lhe more

students have

stuclents rvill

to a wide range

become a\.{are of

of visual works

the subtleties of

Ctark (1987)This develops a store of imae;esthe works of art
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q.uo.{-es Broud-y- as sta'bi,1g: "The imagic stot"e, o1. sto¡e of images ,

that a ¡>ersoir cler.elops through experience and ecluca'Lion is relied

upon to cons.true meani.ng f rom language" (p. LL2).

Bo-bh-llre visual ar''Ls and music are impor"tant to the educati.on.

cutrricul-urm. Both, also provide simila¡ experiences f or the

l.ear-rrer. The inf luence of music education and visual arts

eclucation on Iang;uage development tends to underscore the fact

that visual a'r'l's and music are close15r congruen't '

CONCEPT LEARN-]NG

Conceptural fearning and lang;uage mastery are very closely related.

I(ant ( 1929 ) comments about the relat ionship betrveen concept

learning and sensory experience that "cotrcepts rvithout percepts

ôre empty: percepts without cot-rcepts are bIind" (p. I5).

In order to develop a percept, the concept needs a solid

foundation. A music student cannot replicate mel-odies if basic

rhythmic rucliments are foreign concepts, For a select fen'

indivíduals, no musical knowledge is rtecessary. These individuals

ha.ve an iritrinsic musical base which tends to be viewed as

-taf ent' rvitl-rout education and training. Generally, mos'L

individuals need to be trained to understancl the musical concepts
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and percepts whicli govern musical knowledge

In schools, to teach the concept lvithout percepts v¡ould be \¡eIrJZ

d-if f icult even f or ihe hiShly intellectual l.earner. Numerous

erampl,es, {esigns and iltustrations are needed for insisht and

understanding to de.¡el.op, when a.bstract material is studied 'rL ^

mind cannot supply imae;es when the subject or concept is complex

a-nd foreign.

Imae;es can only be supplied for familiar concepts After- abstract

concepts are introduced, the familiar

in the learning pr.ocess for mastery of

concepts surface to assist

the abstract concept The

in¡pressions that gir.s rise to images of familiarity create the

basis for all knowl.edge as stated bv Pestal-ozzí (1894) He

wr"ites:

of serìse

(p. 200)

"the hiehesL principle of instruction was the recognitron

impressions as the absolute foundations of all knowledge"

The instruction of subject and material shoulcl appeal to a1I the

as see and gaín nìore fromsenSes Students need to hear as well

ins t ruc t i on lvhen the¡' are abl e to 'touch .

Ima€les are gained throu,gh bhe senses

-80-

The mos't effeq-tive 'r'Íay to



inf i1.'¿rate the senses is throueh art.is'tic experiences. Ar tistic

experi.ences within music and the vj-sual arts strengthens the

imagic base. Brou-dy (1987) sta-bes: "it remains clear that without

images of human import education Iimps in the development of

li.ter.ac5' a¡td the stud¡r of most academic disciplines" (p. 30).

After the establishment of concepts and percepts the child can

progress 'uo the complexi-bies of problem-solving.

Music and the visuaÌ arts seem to have a strong impact on the

educati-on of the child. The contribution of music and visual arts

t-orvards concept learning seem to be congruent.

PROBLEM SOLVING

In order to solve problems, the child must have an aclequate

repertoire of percepts and concepts as well as parbiculars and

universal.s. Every phase in the problem-solvins process is at't

interplay b,etrn¡een concept and percept , between general i zat íon and

f act. fmagerl' j"s involved in every phase of this process. The

'cota1 process of problem-solving requires a set of images of the

cause and effect relationship.

Pr"oblem-solving j-n personal relationships also requires the use of

imag'es. The ability to be "open-minded" and to Lrnderstand another
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person's viewl:o-in'" t"equires ê sophisticated imagic store. This

all:i I i t¡,' a.l.so demancls that the individual is abf e to understand how

í:l ,oi:oblem j,s percej-ved ttl. another" Efforts are made to arrive at

tire images that are entertained by other people.

Ci'itical thinkine is a logical operation'bhat relies on

'picturin.g' the problem as a logical f ormula in abstract terms . Iir

or-der to arrive at the point of critical'uhinkinc; the components

of the situation must be identifiect and coìllaected to the set of

images ihat the individual possesses.

Probl-em-solwilreî is a rìecessary component within

sys ï em

t a usht

do ing

i.n ihat it tests the concepts and skills

For Dewey (1958), who stressed fearning

our educational

Lhat have been

by doins, the

was a,ctual1y a probf em-solving; -task arrd not 'the repetition

^c r-^-.1.^UI Ld5K5

All students exper j,ence problems rryith school, parents or in a

. All thesejob-r"e1a,'tecl sphere at some point in their'life

problems have an aesthetic factor a knowledge factor, a skill

f actor. ancl a -¡alue .f actor' The opinion 'the indir.idual has o f

hi.mself ori thinks others have of him is the aesthetic f actor ' The

incli-¡iclual must possess the knowledge of what he would like to
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cr: ea'te , 1.he ski ll s needed in order to bi"ing about 'the change a¡rd

be abl-e to justi.fy the image.

Gotshalk (tS+l) speaks of image buildine and imag;e problems in his

research. An "appearance interesting to perceive is 'Lhe lvork of

ar-l ¿:¡:'List" (p. 3). To make one's appearance more interesting is ar'l

art that goes kreyond cosmetics. An appear"ance tha L is interes'tiirg

to perceir.e because of its virridness, form and expressiveness of

the body, r.oice, clothing, and general demeanor becomes a work of

art.

fn our schools, problem solving is regarded as the best test of

-Lhe school s trai nirrg, however , problem solving needs to b,e appl ied

-uc) al l phases of living. In any problem situation the

dif f iculties are trvo-f olcl . The f irst is t-he need to understand

the ruling principles of the situation. The second is the need to

for¡n images about the formal organi.zatiort of lhe problem. Problem

solving is an aesthetic problem as well as a thinkine one.

The arts attempt to portray and depic-L the feelings of the

predicaments of the human being. The arts assist the student to

r-rnderstand himself as lvelL as the ¡reople he is in contact with.

This gives the student the ability to perform in problem sitr-ration
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with sensitivity and clarit¡.. Good problem solving skills are

essential in a1l p}lases of lif e, both educationally and socially.

VÀLI"TE EDI]CATIONT

Val.ues are of g1'eat importance to today's society. The general

popul.a-tion is flequentl5' at -odds' because of vari.ous vafue

sJrs -L ems .

Valr¡es are stairdards and there are different standards within each

val,ue domai-n. \t{ithin the economic domai.n bhe val-ue is

procluctivity oÌ'rervards of productivity. Within the intellectual

domain the value j,s inquiry.

Values are commonly desired in terms of good which is pleasurable

and sa.tisf¡rl¡1g, and bad which impairs satisfaction and pleasL¡re.

Values are often thought of as intrinsic or as extrinsic.

Conditioning p1a;rs an important role in lr¡hat values a person

subscrilces to. In a]1 values there is the icleal to which each

incliviclual aspires , These images are the control lins f actors in

learnin-g of the mores and morals of the culture.

Bennett (1987 ) writes that "the arts are al1 essential el.ement of

educatiore, just like reading, writing, and arithmetic.. fuh-rsic,
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d¿rnce, pai-nti¡rg, and theat.er are keys that unlock profound human

uT'ider s'Landing; and accompì. i shment " (p. 4) The arts convey in part

wh.at it meatls to be human. as rvel I as giving depth , cohereltce and

resorlance to the other academic subjec-Ls

Our schools shou.1d attempt to train our students to knorv. love and

respond

the ar"ts

lo the ploducts of the human spirit These products are

- music, dance' the literary arts as well as the visual

arts. Students neecl to Learn the importance of -Lhe arts i-n

relation to their lives

Great works of rtisual art and musical masterpieces are an

incomparable

and culture.

record of our pas-b and the evolution of our society

Students cannot understand the future or the present

if they Ìrat'e no unders-l-anding; of the pas t . The chi l-d wi 11 become

alien in his culture if he is shut off from his past thus being

unable 'Lo deal wi th his present world

Values have always

that the vafues are

rel i-ed on exemplars . It is through the arts

transmi t ted from g;eneration to g;eneration.

Great works of

that -bhey rvi 1l

(1987) states

art should be used as examples for our students so

thei¡r heritage. Bennettunderstand and cherish

that "the values that we succeed in transmittine to
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1-t

a cÌr j 1d are 't¡,^¡i ce as 1ihel¡r to predict success in school as the

chiÌd's family income" (p. 5) Val,t¡es are of prime imrrortance es

1.hel' have attitrrdinal and justif yins compoirerets. They inf f uence

nhat'Lhe child likes and also gives the child reasons for likine

Parents, who valrre education will create similar interest in

their chi ldren.

iir a fami, 1,y, 'the

If music is an enjoyable and treasur"ed component

children wil"l adopt a similar value

In spite of the diversity of r.alues ancl beliefs wi-bhin'Lhe

differ"ent ethnic groups and cultures the arts have a common

cul ture ,

rnankind wi

The arts provide eramples of the depth and breadth of

thin the complerity of human nature All the arts

proportion andchallenE:e'{.he íntel1ect in teac}ring about order

ackno',vledgment of genius.

for excellence and virtue

The arts can give the child a feeling

The exemplars that are used rvithin the music and visual arts

pr"ograms should include the classics These classics portray the

values of certain periods of histor¡' with clarity. This lets the

child make a transition between periods and lead the way folbhe

devefopment of a future period Reimer ( 1970 ) states: "The artist

captures his emotion in the art work.

the captured emotion to the perceiver

The art work transmits

To the extent that an
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arf.ist's emotion i.s a noble one. and to the extent that he

can i.nf*^ct o1.her people r.'/ith it through the interrrediar"y of

his art rvork,

the effect on

the artist is good, tlee art u'ork is good, ancl

states that "an exemplar serves al1 image of an age

who can cons-brue

allusionary base

i'ts me'laphors. Such resÞollses are

established from formal and

the perceiver is good" ( p. 2B ) Exemp f ar s

should- lce of the firiest qualitJ' and val-ue so that students leartr

to respec'L ancl appreciate art.

Broudy- ( 1987 )

only to those

drawn from the

informal sources " ( p. 4L) The schools províde the sources for

the atrlursi,onary base more so than any other influence in the

child's 1ife.

child so that

Tlre schotlls must therefore, strive to educate the

he will be capable of responding to the exempfers

Vlhoever con.trol-s the images of values in our society also controfs

value eclucat i on .

GENERAL EDUCATION

The r"at.ional.e sLrppor"ting the study of Ianguage mathematics, and

that i t pr"ovides-Lhe various physical and biological scierìces is

the child rvith a systematic \{ay of thinkine loeically about the

external v¡or'1d. The educated mind is a mind that is disciplined

by the concepts and theories of the academic subjects

OT
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It is commonly accepted that aIl str¡dents be taught science so

that they lrllI have an understandi.ng of certain fundamental

scienl.:lf ic corlcepts. These students ãr'e Irot expected to become

scientists, as -this is reserved f or the talented and eif ted rvithin

this fjelcl. Society seems to have a contrary attitude towards the

arts. The arts shoufd also be tausht to all students so that-they

will have a basic understanding and discrimination of artistic

.¡al-ues. The arts in the everyday Iives of people deal lvith the

same seirtiments and emotions as do the f ine arts. The

apprecia't.ion f orbhe arts is expressed in modern music, dance,

motioie pictures, poeti.'y, cartoons, and architecture.

Everyday events in the lirres of people take on significance only

lvhen the individr¡af has arì r'-mage of importance of the event and

his role within the event. Broudy (fSSZ) states -Lha't "to be

credible, great events have to be aesthetically risht. And only

ar-t cair make them so" (p. 45). Broudy continues to say tha'L until

an i.mage captures the significance of ara everrt the imagination of

the public will not take place. The catharsis cannot take p1ace.
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cQNçI-IISIQN

If ì-mages are as influential in Iearning as research supports, the

cc¡ntnib'utions of arts education has a place within oLtr school

ss¡stem . tr{hether or not these images f unct ion wi l l depend on the

vari.or.¡-s nrel,hocls and ma'be¡"ia1s that are made available and are

suitable to the stu,.dent. Imag;es affect Iife and learning,

therefore, 'Lhe skiÌ1s of perceiving images should be a major focus

in. conjunction with performance of the schools. Proper aesthetic

perception must pa¡,- cl ose attention to the serlsory coirtent of the

image. The aesthetic skiIls can be taught to all students by all

-t eachers .

The arts directl¡r influence the senses. The sounds of music have

a direct effect on human feeline. Langer (1953) s-bates: "The

tonal structure rre cal, l, -mus j.c' bear a close similarity to

the f orms of human f eeling-f orms of grow-th and attenuation,

f lon'ing and stowi-ng, conf lict and resolution, speeci, õI"Ì"est,

terrific excitement, cafm, or subtle activa-bion and dreamy

lapses-not joy and sorrow perhaps, but the poignency of

ei'i:Lrer" and both- Lhe git-eatness and brevity and eternal passing

of everything; witally felt. Such is the pattern, or logical

form, of sentence; and the pattern of music is that same form

worked out in pure. measured sound and silence. Music is a
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't,ana1 analogue of emo't.ive life" (p. 27).

Throurgh emotiotral ex-pe¡iences in music, students are abl.e to

develop images. tr{hen a child has a solid imae;e base ' concepts and

percepts are understood. After understanding, problem-solving

takes pl.ace successf u11¡t.

The image is the central part of every aspect of Iearning, ' The

imaeles of feeling con.irect'Lhe cognitive aird emotional aspects of

life and l-ear-ning;. The arts are the most direct route for

stucìents to develop forms of feelings. The role of aesthetic

edr-rca't,ion i.s to derrelop and ref ine the student's repertoire of

feeling. Although kn.owledge and critical thinkine assist the

student to appreciate, 1-he arts work more directly otl f eelings and

'Lhe nature of these :Êeel ings .

The primar-y f urrction of the arts, whether music education ot'

educatlon in 'Lhe vi sual ar-ts, is to make the students' experiences

of in'Lrinsic va. lue' The act'ivities of a prog:ram in-Lhe arts needs

to contr j.bute to its' intrinsic merit. The emphasis of -the

e)iper j.ence is what determines the wor"th of the experience. Hisey

(fSSO) states that "our program is devoted to creating a body of

hun-gr.y consumers who find rnusic a necessat'¡,¡ humanistic part of
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their" f ives" (p. 3 ) . This statement of philosophy is êpplicabl-e

'Lo all the arts. lïhen 'uhe student intrinsically val.ues the ar'-bs

then it will become a necessary part of the persons life.

Through a disc j.pine-based model. f or music education, the st.udent

receives i.nstr"uction in aesthetics, criticism, history and

production. The fourr disciplines unite into a well-rounded music

program that addresses all facets of music education. The

steelband program described in the following: chap'Ler utilizes

these four clisciplíire and incorporates criticism, aesthetics and

history wi'Lh music production.
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CFIAPT]ìR 4 A STI]]-ìI-BÂ}T]] PROGRAN{ IN ì\IIISÏC EDT-IC411O*.

'Ili.: íiìirsic prÕgi'aûi in the education of sLudent is irnpor"'t-ant j.n'Lhe

tlevelopmenl. of the veirious tSzpes of learning f or each child. The

nirsj.o rl¡r'ogranr outlined for the steelband in this chapter is

i.n'l-encied'fo serve the str-¡dent rvho ¡>ursues music as a career'äs

ivel I as LLre s1-uden L ,,vho i-s ê corlsLimer of musíc . For both studen'ts

our" educational system plays an important role.

A st.ee,ì-bancl prog:ram promises ûrany opportuni'bies for the

r"ealizat j.<¡¡r <¡f a I)iscipline-Based Model. It also provides a great

mo {-iva't-ion and eni.}rusiasnl'Lolvards music. Studen'Ls oll steelbar-rd

g,uici¿.1-)' lea.i:'vr'ùo make pleasireg musical sounds in a h.and-on

si'Lua''cion. S'tudents exper"ience ¡-elvards immedj,a-l-e1y, thus

developing ei I ove of souncl and a l-o-.re f or music-making. Students

develop a desire to perform for an audience. Behavior and 'the

generaÌ att j tu-de Lowards music-making experience a positir.e

clrange. In a s.i,eelband Irrogram t.hat u'tiI Lzes the DBAE rnodel

students l.earn to feel eincl give musical expr"ession to their-

feelings.

An exI:l-or:a'tory steelbancl proBram initiall¡. began at Archwood

Sr;ho<ll af ter a suurnìer coLlrse at -Lhe Unirtersitv of Mani-l-oba.
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Several o{.trer public

âs wel.1. Within thi

scl-roofs \rere late¡: involved in thj-s program

s chatr>ter the goal of steelband is

ai:'liculated, a cliscr-¡ss j,on of the disciplines as outlined in DBAE

j.s inc.l-rrded, t-he peclagogical consideration of a steelband pl'ogram

is cl-iscussed, and the outline of a steelband model is included

THE STATUS OF' THE STEELBAND

The Uni-r'ersitr. of Manitoba Institr¿le {cr Steelba¡rd Playins of 19BB

introcluced the phenomenon of steelband playins to rnany focal

musicians of tr{innipeg The enjoyment that was exper-ienced through

Lh

di

is unique and unusual form of music-making

scarded oil drums , lead to

school sys

the inclusion of

on sophistica'Led but

this music-making

f orm in 'Lhe publ í c tem. After this five-v¡eek course,

participants \i¡ere s1-rongly encouraged to take their new fouird

knoir'l.edge, enthusiasm, and music-making ski1ls into the cl.assroom

Being a nertly appointed music teacher on a term position with a

cof l-ect j-on of - rough and t-ough' junior hish students, the prime

focus of the music pro€:ram seemed to be survival The students

as some form ofneeded somethins motivating, educational as rvel1

di sc ipl ine The steeldrums seemed to be the logíca1 conclusioil

The students of this school had ver:y litt1e respect f or mutsic,
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less respec'c f or a musi.cal instrumen'1 , and rì.o self -discipl:lne

ski I1s. l,{any students lr¡ere label1ed es - illiterate' with reading

skills equivalent- to the ar.erage grade 'cht"ee student, a'Ltention

spans that seemed totally non existent, and very limited music¿ìI

knorvl eclg e .

'fhe first objective \r,as to the interest the students in music

making and tryto establish some sense of control and direction

for music education. Upon the arrival of the steeldrums the

students \r'ere very hel-pful in the se't.ting r-rp process and

enthusi.asl;ic to pla.y these instruments. Many stuclents ref errecl to

the oilclrums ês -b j s garbage' cans. f n spite of their in'terest,

s turdent s dicl not di spl ay a great deal of t"espect f or" the

instrument and¡rould a-b will bang and pound or1 the steel-drums just

to create a noise.

Af ter many f rustrating days, ltowever, the students begatr to €iet a

sense of what they were playing as a €;l"oup and started to create

solinds together. Af ter sir short rseeks the students had developed

a sense of respect for the instrument, a pr"ide in their abilitv to

per.f orm a recognì- zaltl_e piece of musi-c, and a spirit of cooperation

wit.h tbeir f ellors students. The sense of accomplishment 'Lhe

students exper-ienced was apparent during their performance at a
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received coircer t .

A music pro.Ë-ram utilizing the steeldrums was started at two other

schools the f o1low:iieg J¡ear' . Agai.n the results were very reI,{/¿r¡'ding

f or tJre students , al thou.qh the neecls and attitudes of the studeirts

were very different. One of 'these schools continued with the

prog'ram into the second year and is presently embarking on the

thj-rd year. The gror,rth in musical kno$'Iedge, appreciation and

mus i c procluct i oir were ver]¡ obvious .

There i s sone evidence that numerous s-Lee Iband prog;rams in Canada

and the Uni {.ed States are in t}re developmental stage . These

steelband programs are within the existins public school music

programs and are well received by students, parents, and teacher.

Thei"e is , however , l imi ted research and documentation reg..ardins

these prog:rams. Snider (1986b) states: "In recent years, as

enthusiasm for hearing and playine pans has been sweeping the

countr.y, steelbands and related groups h.ave become an established

par"t of music prog:rams in a g:rowing number of high schools and

colleges. Even g:rade schools throughout the U. S. have begun to

in'troduce steeldrum ac'Livities" (p. 33 ) .

Some growth and interest. in steelband progr"ams has taken place in
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Toronto and Íi innipee. The 1987 Kilvani.s Music llestival of Greater

Toronto had four classes of entries for s'Leelbancl playing. At the

fuTar"ch 1991 Wj,nn j peg llfusic Festival a class f or percussioir ensemble

u'as i.ncluded, rvhich co¡rtaiieed steelbancl entries

In Englancl and Tr j-nidad, steelband pl'og:rams are weII-established

and are supervised by a steelband specialist. These programs seem

to be more established in hieh schools and are somewhat limited at

the elementary 1eve1. Correspondance with various steelbar:rd

leaders in America tends to demonstrate that steelband prog'rams

ere increasing in numbers as well as the size of the steelband

wi'thin the school,s.

Steelband directors in the United States indicate that the

prescribed music curricrrlum is followed the steelband pro.qr-am. The

differ"erlce arises in that the director must arrang:e the ma-L.erial,

f or the steelband, howerrer , the repertoire is similar in tha-L it

contai,ns classical , Þop, f ol k, r"eggae and cal-ypso.

DESCRIPTION OF A STEELBAND PROGRAM

The s1;eelband program addresses every aspect of musical behavior.

S'buden-Ls perf orm, listen, critical"ly analyze, and develop an

under:standin€i of music. These ski1ls are achieved through
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pl'oduction, criticism, aesthetics and history. Throush a n¡ide

spectrurm of activities students cultivate a musical interest with

a positive attitude.

Since all muisic is aura1, the steelband program enhances aural

devel-opment. S'Ludents learn rhy-Lhm, melody, f orm, harmony and tone

color thror"rgh music production, as wel l as music history,

aesthetic perception and the ability to critize.

The steelband program follows the for-rndations estabfished for the

general lnusic pi:ogram a.s ou'tlined by the Manitot'a Departmen'L of

Education and utili-zes the principles of a discipline-based model.

The music prog:ram is designed to develop music responsiveness and

r-iirclerstanding f or all students. The Manitoba Music Curriculum

Guide outl ines the musi-cal concepts and ob jectives that shourld be

achieved and Disci-p1ine-Basecl Art Education (DBAE) identifies the

f oi-rr disciplines within a visual arts curriculum. The concepts

for musical understanding and education are categoi-ized into the

fou.r disciplines of production, history, criticism, and

aesthe'Li-cs.

The time allocation for these four- disciplines needs fIexiblity.

The -leacher adjusts to each situation as required. The teacher
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may wish to spend mo.re.time discussing-the history of a certain

topic ra'Lher th.an producing mus j.c. This is f or the teacher to

cle'¿ermirÌe so that the s'Ludents can be Ì:est stimulated and can

experience the lvidest range of activities.

The discipline-based model utilizes produc'Lion as a discipline.

The muisic-maki-ng component is likely the most intense aspect of

l-he music curriculum demanding the most instruction. Since the

disciplines of aesthetics, criticism, and histor"y carì be more

easi1y understood through practical hands-on experiences, -the

di.scì-p1ine of production is the prominent one within the steelband

prÕgram. These four discipline do not n.eed to have equal time

a1lo-rmênt , l:urt need to be inter-reIated.

Through the discipline of music production the student makes music

alone and with other band memlcers. Experiences with making-music

ex'tencis and develops the existine ski IIs in musical vocabulary and

reading mus j.cal notation.

The steeldrums aiie a wehicle for performance that is attractive to

-Lhe chi1d. These instruments have good sound qualities and music

production i-s immediate. The child experiences an aural phenomena

because the mechanics of sound rrroduction are minimal. No
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mechanjcs of fiirg;ering', insLlurnent positioni.irg or nol-a'tion

neirrori-zation neecl '¿o be l.ear"ned prior to playing. As a result,

tire chi.l d can under-stand and receive musical Lrnderstanding withou'L

dvre I 1 i ng o:i1 me chan j. c s .

Students inr¡oIr.ed with steeldrum prog:ramming are interested to

knoiv ho',v 'l"hese irrstrumen bs rr'ùere developed. The evolution of the

steeldrums can be explored and the construction of a steeldrum can

be understood and replíca'Led. S't,udents will r.vant to lcnow the

history of 1-he der¡elopment of th.e steeldrum as a, musical-

ins t rument a,s lse l l as the mus i cal- f ci'm that the s tee l,drum was

injtially desr'-gned to play. Musical history is extended .Lo

in.corporate masteri>ieces of previous era.s . The chi 1d can I i sten

to the classicç played bJ'a symphony orchestra and then perform

di'ran€iements of classics such as -Ode to Jo5r' on the steel drums.

-i'hrough the dir"ect participation by the student n¡ith the steelband

pr"ogram an awarerìess of the his-toricaf and the present day role of

music lvi1l evolwe.

The steeldrums offer the child experiences rvith multi-cultural

society. Tlre s'teeldrums cross the barriers of cul ture . Not only

does the child experience Caribbeair music and cu]ture br-rt music of

a.11 cultures can be experienced. The child perceives the value of
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music f or and of o'ther cul tur"es through the exper j.ences of f er"ed by

the s'i.eel-band progra.m.

Criti.ci sm of ara art, rvhether music or the visual ar-ts, provides

the chiid the oppor"tunity to learn to see, hear and describe his

senses in anolher way. The child through criticism will expand

his percep'l-ua1 Lrabits and hear', f eeI a¡rd see more. Children

clevefop attitudes and ski1ls that help them to analyze, interpret,

experience and describe expressive qualities and emotions iir

var j.ous art f orms as rvelI as their errvironment at large, Students

are able to make judgments about their own playing and also of

what they ai:e listening-to.

The chil-d j.n steel-clrr-¡m programming develops an awareness of the

ar-¡ra1 ¡:Ìrenomenon and becomes skilled using aural musical skills.

Discr"imi natioir is made be'tween pleasing sounds that blend with the

group sound. Tire child questions himself whether loud sounds or

quiet sounds ale necessary.

Lack of musi-cal I'rnorvledge does not Ìrinder the performance and

prog:ress of the s-tudent. Limited nrusical literacy is ì'eo.uired

pi:ior to playing. Thei"e are r1o keys but simply sticks that s1-rike

Lhe appropriate section on the steel drum. Throueh the steelb'and
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p1'ogrcm studen ts develop many skills through ex¡rosure a¡rd

repetit j-oir. Students clevelop notation reading skills, a

repertoire of varj-ouis rhythmic patter'ns and playing 't,echniques

through the discipline of produc'l-ion.

The dj.scj-p1ine of aesLhet,ios assists the student to look

objectivel y at what has been created and make value judgements

aboult musi.c. The child can l.earn 'L,o descri,be pref erences, in terms

of Iikes and dislikes and display enjoyment as well as artistic

excel.l.ence. This díscipfine is impoi"tant when the student and the

teacher evaluate the curriculum. The child expresses lvhich aspect

of the pr-og:ram \sas mos'L enjoyable but this may not have been

artj-stica11y excellent. The child is able to express points of

.¡i.ev¡s ancl emotions in a constructive \,!'av.

The child erperiences playiirg immediately, therefore, the

aest.hetics are also quickly experienced. The aesthetic e$perience

i s persorlal and inclividr-laIly lcased on the emotional state of the

chi1d. Each person feels a different emotional response rvhen a

piece of music i.s heard or I:1a5rs¿.

A steelband curriculum is inter'-related. The f our discipl ines al" 1

need to be addressed. The program that the teacher develops
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<lel.ermines 1.he time a. llotmen't for each discipline.

The f ol lorvì-n.g out't'i culum and sug.gested activities are divided iirto

f or:r disciplínes, hott'ever, in marrJ' ins-Lances al1 activi ty lvil1 draw

on ano'¿hei" discipline as wel-l-. For exampf e, within the discipline

oto hi,stor'5.'¿he first concep'L is the historical- developmen'L of 'the

steeldrums. One of the suggested activities is to develop

experíments rvith bottles f illed with wa'ter. This acti-vity also

u1.il ízes some ci"i-Licism anci production disci-plines. At no time is

one discipl ine baught in isol a-bion, however, the f ocus may be orÌ

one di sc i pl i,ne .

ViÌ-ren 1j stening to a Caribbean perf ormer the sturdent Iearns

criticism, aesthetics, as well as some history and method of

production. Music has intrinsic value when educated judgements of

preferences are made. The teacher may, horvever, wish to focus

rnore ora one discipl Í.ne than another and this is the reasorl f or" the

following srrideline of activities.

The goals outlined in the following section follow the -eloals

established b5' the Man.itoba Departmen't oro Education con'Lained j-n

the X4anitolca Mulsic Curriculum. The goals are the same, but, have

been ada.pted specífically for the steelband program.
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PjLO_çEAlVr GO4r._S__qE_-.{_éIEELE4Ì.I!_!E_8_çE4M ( tuf an i t oba Mus i c cu r r i c u I um,

l 9?8, p. 2)

1. The str_rdent wilI have opportunities to develop his own

aes-thetj.c potenti,al so that an outlet for creativity and

sel.f-expiression wiII develop,

2. The student lvill have musical eexperiences so that life-1ong

unclerstancjing, pleasure ancl enrichment can be deriwed throu€:h

music-making and I istening:.

3. The sl.uclent will cultir.ate musical skills so that the

clevelopment of music education will be enhanced irr all stu<lents.

4,. The student will develop aural, visual and motor coordina'Lion

skills.

5. The student r'¡i11 have experiences which will assist in

cleveloping cul'tural awaretless and appreciation.

6. The student rviil have opportunities to develop social ski11s.
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tlE|'iE&\I- IEARI{I}]G -GOALS FoR A STEELBAI{D -l4lE-Il-_PF.QÇe4M (Manitoba

li{usj.c Currit.rculutm, 1978, p. 2).

I The student will learns to make music alone ancl as a member of

a larasêr Ê'1.Õrlc'.u f !.¡ Èvr Ðr vuì

2. The student will utilize musical vocabulary and notation

readinel and writ.ing skills.

3, The student wiIl devel-op as a critic in that he ivill be able

1-o cri-tique what he plays a¡rd hears.

4, The student rviIl learn to tr)erceive an awareness and vaf ue of

music of other cL.rltures and music f orms.

5. The student wiIl develop an under-standing of the role of music

histo¡rically and in today's society.
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liÄaEtNG GO,AI-S FOR A STEELBAND PROGF,Atul (Mani'toba Music curriculum',

I978, p. 2).

1. To provicle a pl.oei ram that is sequential in skills and concept

der,.el,opment so stuclents are able to make and understand mnsic '

2. To provide students with music-making; experiences that are

diversified in order to develop creativity and self-expression '

3. To provide students with experiences in listening for future

plea.sure ancl enrichment '

ÐEÅE APPI-IED TO A STEELBAND PROGRAM

The disciplines that are dj,scussed in this section are ou-Llined bv

DBAE and research of music theorists such as charles Leorrard'

Robert House, Patri.cia Shehan, W. E ' I{leinbauer , M ' Bessom ' A

Tatarnius,S.Forcucci,H'Abeles,andB'Reimerisiircluded'

Thi s sec'tion lviIl discurss production, history, aesthetics and

criticsm, and goals and objectives as they are related to each

clj-sciplíne.
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PEEE_QBTêT{ÇE-AN D PRODU-CT I ON

The experiences of the lgBB and 1990 Summer Institute for'

Steel6c-incl Playi,ng revealed vai:ious features of the Trinídadian

mus j c mak{ng model. These f eatures were adapted to make mus j-c

maki.ng'as meairingful as possible for the student in the VJinnipeg

pu61j.c school. The music of Trinidad is transmitted aurally as it

is rvith most folk music. The Trinidadian does not find it

necessary to reacl and n'rite music so that others can learn musicaf

icleas. hdusical ideas are t¡ansmi'Lted largely by rote. The

Tr:inida-cliair musician wil-I listen and sj.ng melodies of song:s prj-or

to at tempting 'to Þ1aJ' these on the steeldrum. No musical nota-Lion

is utilized in the learning process, only the skills of rote

memory.

The typi cal s tudent in out' trVirrnipeg school s , in cont rast to the

T¡rinidadian, relies heavily on the written word and symbol' Most

of oiìr acaclemic subjects revolve around paper and pencil

assi-girmen'ts. Stuclents are expected to take notes of the concepts

taught for. quicker and easier re.Lention. \{hen inwolved in

steelbancl programming the \lIinnipeS student learns new musical

sel.ections throush list'ening and sinclinE; ' The student needs to be

\rery famili.ar with what rvilt be played. Although the steelband

Ð.r.ôør^ãm r¡ti I i zes notation reading skilÌs these are basicall-y a aid
rr vð¿ \4¡¡¡
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'Lo assi s'r the memolry <¡f the str-rdents . The steelband is a auraL

phenoilrenon through its procir-rction and music-making; . S'Luden'Ls

clevelop these auraL sh.ills through their experiences with the

steelband priog'ram.

Steel-band leader.s in the Trinidaclian steelband use section leaders

-to demons trate the rhythmic and melodic pattet'ns. The players are

required to imitate and repeat these rote teaching strategies.

This es'bablishes the skilIs to concentrate on and memorize musical

works. Thi s is a useful and valuable tactic. Holvever, in the

Winnipeg school system, empfoying section leaders to assist the

stuclent in remembering the phrases is ar1 impossib'iIity. The

mor-rj-es, the staffine, and acquiring; skilled s'LeeIband players, in

thj s en<ìeavor j-s not f easible. The music teacher is the only

persoÌ'r wi th É'hom -Lhe Wi.nnipes s tuclent works and mus i c-making i s

initiatecl by this person af one. The stuclent relies on notation,

singing recall aird the body position for playine on the

instruments.

During the Steetband Institute of 19BB and 1990, Ray Holman (tne

l'-nstructor ancl trand leader ) and his sectiotrs Ieaders r,vould

ciemonstrate, sing, and tap the r"hythm of a two-bar phrase and the

f irsti.tute st.udents were required to play and imi'bate this. This
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phrase i¡¿as {.hen linkecl-Lo'Lhe next tn'o-bar phrase and eventuall5r

became a longer musicaf sequence, then a section and finally the

cornplete worlt. T'his kind of auditoly developmenL is the beginning

of a stoi:ehouse of mus ical ideas and patterns that could lce

recal-l-ed a.t wil}

Br:or-idy ( 1987 ) , as stated in chapter 3 , bel ieves that the arts

provide the child rvith i.mages that develop an allusionary base.

The child can continue to build oïr this base through more exposure

to the art s and the crieat ions of men-la1 images (p. 13 ) .

The music-making process used in the Winnipeg school- deviated

somewhat from the Trinidadian model. ifinnipeg students became

f amili ar with theii' music through listening and si.nging, howevet',

1.hey itere girren music f or their ins-Lrument. Some of the music was

notated on a musical staff, however, the majority of the music was

written wj,th stick notation wi.th the appropriate Ietter" name above

the rhy'thm. Shehair (fgSg) discusses the phenomenon of rote

-l earning and note presentation. She cautions that the exclusion

of notation might be detrimental to musica] learning in our

!{es'lern socie'br¡ because of the extent of visual stimulation i.¡: our

lives (p. 123).

-108-



liii rin i peg s'l,udetr t s

Ti"ini clacli air model

Students received

vr'ere'f:ar-rght usiirg the same

with notation placed

format as the

in front of them.avnonÌ

clemons t,rations of

thi s ,,vas accompl. i- shed rvould proceed

the -bwo-bar phrase and when

to the next trvo-bar phrase.

The linkine process also remained

student fe1t secure, knowing that

the same In this manner the

if confusion took place

confidence coulcl be regaireed by following tire notes indica-ted on

'l'h a ñã ìaâ tsyugvr From the instruction point of view, the teacher could

the studentsmore e:ffectively divide teaching time among all

ratl-ier than f ocusing in on one group,

tÌ:e same

The students could all be

i.nvolved

wai-t for

ilr music-¡naki¡rg a't. time and would not have to

the teacÌrer to come to their section and demonstrate the

11eÍ/ phrase

Some l¡.nowl-edge oJl

prj,Õr-bo steeldrum

benefical but not

s t.udent rvi 11 play

the basic rudiments of

playing Aïr awareness

essential so that when

notation is introduced

of the key signature is

a Bb is required the

a Bb rather than the B natural A. good

instruments playstudents andorelim'i nalw exerci.se is to have aIlF¡ v+

'bhe scale apprcpriate for the sorìg: that is beine, learned. The

student then gravitates towards the F# and C# rather than the L- or

C if the musical

i mpo r- t ant conc ept

selection is in the Key of D. This is an

for the students to understand because it will
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el i.iniirate a iot of problems in their later play j,ng. Studenl;s who

are r¡rillamiliar ruj.th the str"ucture of music will naturally it'ant to

Þ1a¡' any F regardless of what the mus ic asks f or" . One studeirt

p1a5'i¡* the i-ncorrect note will create disconnance. This orle

student can be difficult to identify within ê group, and can be

thoueh'L t.o be an out of tutre drum note, hon'ever, if the g:roup is

informecl of the musical scale structure this problem is lareely

eliminated.

Prior 'uo the introductíon of a ne\,rr song the !{innipeg students were

askecl'uo sing the melody liire so that all the players could

identify thj.s u'hen playing their own instrument. Other resources

used to help the student to l-earn his instrument fltore readily wer-e

al-so employed. Students utilizecl lay-out drawings resembline; their

instrument to r,,,-ork on at home. Identif ica'tion of body movements

helpec{ some students to remember patterns. The understanding of

the form of the sorlg was the most benefical in creating a comfort

with the music. Students could easily icient j.f y phrases or'

sections t.Ìrat were repeated and can thus memorize their parts more

ef f ici,ently.

The learning of musical phr"ases and linkine these with previously

learned pllr"ases is similar to the devel-opment of Ianguage. The
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chiicl iiritially f earns riords, 'tlren patterns of words and f inally

lvorcl phrases. \!'hen t}rese phrases B.re combined in numerous 1r/ê.¡rg

speech becomes free.

i{ithin the Trinidaclian model a ne\1r rehearsal session would begin

u'ith a. ¡-ìew phrase. This stra-tegy is similar to that of other

learning situations rvhere you learn the new first while students

are collcentrat j-ng at their optimum and 'Lhen prog:r"ess to the known.

Af'Ler the accomplishment of new material, línkine and chaining the

r-rew 'Lo 'Lhe previously learned can begin. Mar-ry repetiti ons of

these patter:ns help the player der.elop automati,c musica]

I"esponses.

The \{inr:rj-peg students that used notation experienced the same

skiIls. After several rehearsals students would disregard 'their

no'ta.tion and dir"ect aII their attention to the art of music

maki-ng. Stucìents memorízed their musical selections and played

music wj-thout refying on their notation. At this point, the

student also started to listen to the other sections within the

band for tempo, beat and musical cues for entries. Dynamics and

tone color also began to happen quite naturally atthis time.

In order to keep the Institute players thinkine and concentratinel,
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ßay ilolman ivould change ¡lieces. Again, this strategy is utilized

by ecluca toi's , 1-hroug;]r.out t.he schoof , and in all sub jects. \{}ren

stu<jents loose theiìr concentration they become unproduct j.ve, so by

changing pattet"rrs or musical selectiorrs tlre students t chane;e

gears' and continue to be productive. This rehearsal strateg;y is

used in choir and b¡rnd rehearsals. A cìirector ivith some

experience utíl.izes this strategy without a conscious awareness.

Tbe r"ehearsal.s a'L the Steelband Institute were unpredict.able in

that the days never seemed to foll.ow the same format. Some days

many rìew phrases r¿ï.ere intr"oduced and other days the rehearsals

were mainly for consolidation and refining. The llehearsals, no

mat.ter what the f ormat, welie alrï'ays f Iexible rvith a hieh degree of

j,ntuition demonstrated b5' Ray Holman.

A'u times, {uring the rehearsals the participants of the Institute

11rere 'over- loaded ' wi th new ski 11s , new phrases ' and nelv

techniques. As a result of bhis the students failed to make

progress and inhibitiorrs began to build up. Again, this is a

problern that the teacher is faced with in any other area of

teacÌ:ring. The mus j.c teacher must be f amif iar with the students

arìd their capabilities so that r-rew stratee;ies are incorporated

into the lesson. The teacher must also demonstrate a sensitivíty
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tn each sir-rdent i.n order to iden'uify signals of frustration.

The typical Trinicladj-an steelband player is tausht most thinss

aurall.y wi1.h the director singing or demonstrating the new

phrases. The more this method is used the more the conscious mind

j-s freed to concentrate on the music making component rather than

the mus j-c itself . Bush (1981) nrites -Lhat "the arrangement is

tar¡ght to the band by the arrang:er in small see;ments, not

usLra1l5' ¡¡o"e than 20 bars in an evening: . He ei ther sings the

part for each indivídual- section or uses a blackboard with

the letter names of the notes \lrritten down. Af ter the notes

and rhythms are taught, the emphasis shifts to phrasing,

d5rnamics, and balance. Consequentl-y, the process of working;

up a tune for Panorama is â long and tedious one" (p. 57).

The Trini-dadian model for music-making a¡ed learnin8; does differ

somewhat from the model used in the l{innipeg schools, however, the

f ina.l. resr¡l b is t-he same. Students rryithin Lhe steell¡ancl proelram

learned their music, performecl this music competently, and the

process of music-making'became of intrinsic value to the

participant. The Trinj-dadian model is effective if the students

involved have a mu.sical competence u'here their memories can recall

musi.cal phrases after a demonstration and hearing of a given
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plìlriìse. The question of having suitable peÌ"sonr1el as section

-l.eaders \r'as not- feasibie so Lìre \{innipes stuclents need to rely

ì.lporì ivr-:lt'ten notation, singing recaIl and body position on the

r' ns't i:ument s .

For the Winnipeg sturdent the following goals were identified and

k-iecame the f ocal point of the steelband curriculum.

Ës_È I É_

A. The learning aird perf ormânce of musi-c on the steeldrums.

Str-rdents wiIl:

1. Lea.rn music that is simple and can easily be remembered. h{usic

shou,Lcl be repetitive and f amiliar to the student.

2. exlrerience vêrious forms of music and analyze the form of each

'bype 
'

3. perform for many school functions so that the students can

perform and -show' what has been accomplished.

B. The f r-rnction and prlrpose of s.teelband wi'Lhin Eo-ç-L€l,v-

Stuldents rvil I :

1. l.isten and sing some of the folk song:s from the Caribbean.

2. rvrite a calypso.



3. s'f-udy a cal-ypsonia¡r.

4. study the importance of music to the Caríbbean way of life.

5 . i-nvi te Caribbean perf ormers 'to pr^ovide listening act ivi Lies and

â ìaarf nnmnvr¡a

ilJIIJSIC HISTORY_

The second discipline of history was developed prior to playing

the s'Leel.drums. Students questioned the evolution and development

of the steeldrums. Students wanted information about the process

of developing: an oil- drum in-t.o an instrumetrt. The process of

-sinking a pal1 'was in-l-riguing. The physical strength required to

¿lcouratelJr-bhrorq ô shot-putt ball into'bhe top cf the drum and'l-o

eventually create a smooth concave surface, received admiratíon

and respect for the buj-lder as well as the instrument.

I{istory prowided the students with a motivation to try to play

these iirstr"uments as weIl as an appreciation for the ingenuity of

another culture.

Students need exposure to music history in order to understand and

learn f rom the pasi. VaIr.res, cultures and ti'adi'lions can unf old

for students from their study of music history.
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tr{us j-c has al-rtays been a f orm of expression. Through the sturc{y of

music irj story, students develop an appreciation for past eras r

f ore j.gn countr j-es and cultures. This development will lead to the

stuclent to a self-arvareness as well as develop an understanding

and apprieciation for the people he interacts with in schoof and

social l¡.. I{leinbauer (1987 ) states that art history "helps

students to urrr"avel the complexities of a characteristic human

activi-iy cìatins back as far as Paleolithic times" (p. 206).

I\4usic history gir.es the students a perspective on their pÌ'esent

1if e. S-t,udents realize that their presence o11 ear"th has a

connection to i:heir societrr and culture. Students understaird that

they have roots and tira-L^bhese roots are connected arrd

inter-t'elated to the rest of societrt. f n order f or students to

r;nderstand music they must understand wher"e music came from anc{

its evofutj-on to its present state. Students gain a perspective of

how cultures are inter-reIated. Values, morals and jud€;ements for

anothey'indir.idual or anoth.er cultr¡re stem from the histor¡' of

mankind. Music is an avenue in which students can gain an insight

into their" orvn r"oots and culture.

The study of mrrsic history provides oppor"tunities to discuss

equality and issues of human rights. This study leads to the
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acoepta11ce of dj fference aild an appreciation of these differences.

The characteristics wi-Lhin tlre classroom are frequrently olle of

rnanr- minorities ' Generall¡', the North American citizen tends to

view the steeldrums as having originated rvith a minority people.

I{hen the school ut iLizes a instrument f rom a cultural minori,ty,

the result is a r.el.eva,nt stpdy of this milori.ty Broup. f nsight,

acceptance and appreciation of the indiwidual student ês rvell as

individuals from otheI" i;ul'Lu¡es are the outcome of this type of

studr-.

In toilay's societ¡. the student needs to become musical]y literate.

The environmen't is cluttered wi'bh aural images. In order f or the

child to be able to discriminate between g;ood music and

exceptionaf music some -L.raj.ning and education must 'Lr"anspire. The

child is exposed to sound tracks in the g,r'ocer"y store, backgrount{

music when Þla5zing video g:ames ' music in movies and during

commercj,als on TV. After education ancl training in music histor"y

the child rsill be abl-e to explore the environÍnent and express

thotr.qihts and f eeling's al¡out the surrounding worl-d '

It{any stuclen'Ls rvi t}rin the '!'linnipeg schools are able to identif y

strongl-y $'ith the evolution of the steeldrum. Many of the

stucients within the inner-cit¡' schools of llinnipee have stronE;
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Þ{ative aird immig:rant roots and cu}tures. lt{an1. s't.udents come to

school ivitir Ensl ish as their second ÌanÊiuage and some students are

entirel¡. urrable to commurìicate in English. The diversity of

culture enhances and enriches the school as well as causes t'acial

problems between students. The Lrnderstanding of the development

and errol.ution of the steeldrums assists the children to deal with

their owrì heritage and culture in an acceptable manner.

Some paral1e1s can be drawn between the arr'ir.al of the African

slaves, rclro k'rought ivii;h them the grounded dr"um tradition ref erred

to as Cambouf et, and the struggle of the Nor"th Amer j.can

Aborieinal. The use of the shang:o and shouter rhythms in

gatherings and ceremonies is not to unlike the use of drumming for

the Native Indian. T'he oppression experienced by the African has

strong similarities to the effor"ts of the -white man'trying to

reform and recorls-'"ruct the value slrstem of the Native fndian.

Steelband roots come from the ceremonial steel processions and

camboulet. The ensembles comprised of dust bins, oil- tins and

paint tins. As the populat:'-on of the Af ricans iircreased the

conflicL and rio+us between the natives and the authorities

eveiltual ly lead to the banning of these plrocessions in 1BB3 .

(Seale5. ¿ Malrn , IqBZ , p. 1'7 ) .
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Frorn this da1.e onnard tilI the 1930's the ordinar:' ci'lizen

rep-Laced music-making by strikine sticks of barnboo at the resonant

joints. This wa,s knor.'n a,s Tamboo Bamboo and desi€:ned to give

simj, l,ar results as the three-drum ensembles. (Peters, 1976, p. 7) .

The Bott. 1e and Spoon evolved out of these f es'l"ivities. The Bottle

ancl S¡roon provided textural variety. During a celebration the

consumed beverage bot't. 1es rsere filled wj,th varying amoun-Ls of

ljquid and played rhythmical. 1y with table spoorls. At times

di f f eren't pi tches were created to harmoni 'e rvíth popuì-ar songs and

calypsos. This activity can be simulated rvithin the classt'oom f or

students to exper" j-ence the beginnings of ear'1y steelband playing.

This era rvithin'bhe histor"y of steelband music was a troubled one.

The rivalry and in-fishtine that occurred between bands and ethnic

gr"oups eventuaÌ1y Lead to street gangs and fishts. The bamboo

sticks were sharpened and used a weapons. By the end of 1934 the

Tamboo Barnboo era was completed and banned. Without the use of

Ca,mlcoulet and Tarnboo Bamboo the Carnival celebrations lvere very

f rus'trating.

Prospect (fgA0) indicated that bamboo beatins and bottle ensembles
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rver"ê fll'equen't15' accompai'iied by parl beating Al'l-lrnrrslr i+ i-:!! Lr¡v\lÒ¡¡ rè

di f f icu. l t 'to de'terrni,ne the exac L besinnings of steel¡:an, Prospect

tends to gì.r;e

Tamboo Bamboo

l icls , grease

di sregard for

Pr j-or" to the 1935 Carniwal, Alexander Ford collected eîarbage can

evidence'bhat this era began after: Camboulet and

restrictioies \rrere enf orced (n. 6 )

ìrarrels, biscuit drums and paint tins. With his

the steelpan bands rvere wellthe Tamboo Bamboo bands

es-t.abl i shed f or the 1936 CarnivaÌ This type of band remained as

the pt'imary musical expression unti I ltorld War

The student of the 1{iirnipeg Inner-city school can identify

experienced by thestrongly rvith many of the feeling:s that were

yoL¡ng, people of Trinidacl cluring the Jrears of World Ward I I .

Pi^ospecl'. (1986) exp-l ains: "As World lVar II r"ased, Trinidad like

the rest of the world felt its ef f ect wi'th f ood shortages,

poor" housiirg, lack of education, no recreational f acilities,

pover-Ly and f rustration hieh among: the youths, who ti"ied to

channel their energi.es as Ieest they could. They e;athered in

g=roups Qr gangs

p1aj.n idlins.

at street corners talkins, gambling, or just

Somo spent the day in cinemas or around them

hoping to secure a job by collecting tickets, some again took

to Ì:eatjng pans all day and night causing the neighbors to
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coml>l.airi to the police" (p. 9). These characteristics are

c,ommon in all impor.erished areas lvhether in Trinidad or lVinnipeg,

ther:efore the students can identi.fy and ext¡'act personal feeling,s

and adrniration f or the resul-Ls aclr.ieved by steelband participairts.

The experj.mental, stage of steelband playing gradually tr>roEiressed

to incl-u.de the melodic instruments. "It was discovered tha'L

clif f erent sízes of bul,ge on a metal surf ace gave dif f erent notes.

Sorne of the mclre inventive players started to-tune the dustbins

and play melodies on them" (Seatey & Malm, i-982, p. 20) .

\!inston "Spree" Sj,mon has frequently received credit as the first

inventor of the melodic steelpan. Apparently, Spree, a kettle

drr¡m player, l.ent his instr"unient to a f rieird. The f riend played

so rigo¡rousl-y t.ha-b Spree's drum was bent out of shape. \fhile

attempting to return the drr,rm to it's original shape Spree rroticecl

dif f erent musical tones were produced. This earl-y experimentat j-on

resulted in three different notes (do, re, mi). Spree by 1940 had

produced a eisht no'Le pan known as the Melody Pan. This was the

foreruriner of the pingpong or tenor pan.

These first attempts at developing a tenor pan were dented upwards

and hung: around tÌre player"s neck. The player used his open palm

1q1
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or- closed f isl: j¿û pl-a}t the itts'crumenl.

Ell ie Manette !r¡í)s the f irst to sink the drum the surf ace i.n 1941.

This resLtlted.in at1 improved sound quality. Prospect (1986)

expla|ns hoiv Manette developed the pan. Manette "cut the palls

into various sizes and shapes, the surface beaten into collvex

sha.pe, they lvere groor.ed, tempered and tuned f or the f irst time

into musical instrumen'ls knorvn as pingpong, seconds , strummers ,

tenor bass, aird played with two sticks wrapped with rubbei" tubing

at one end" (p. I).

Sf-udents of the steelband progra.m are acutel"y curious about the

cor.rstruction process of the steeldrurms. Ttrey ar:e f ascina'Led by

the long process of the development of one drum in contrast {.o the

development of the mass produced fac'l-ory instruments that the¡t are

geì1era11y in contact rqith. Students appreciate the cal^e and

cr-af 'tmanship that is part of the construction of this instrument.

Simi la.rities cair be cirawn with the construction of the hand

craf ted viol.i-ns by S b¡"adavar"i,ous. Through this knorvledge the

stuclents develop a new respect for the instrument as an musical

insl.r"i¡men't and not only as a steel oi Ì drum. S'uudents are caref u1

how'Lhey play their instruments, how this instrument is handled,

aircj irave a general respect f or music, because the drums become
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"their' iirs+"rument.

The construction of a steeldrum can be simulated by using, tin

c. ns. The cans can be sunk and the student rnakes ef f orbs 'Lo

develop different pitches on the car¡. This develops an awareness

of pi tch an<i the complexities of producing .Lhe early steeldru¡n.

1945 marked the end of the smal1 melodic steeldrum and the

instrument developecl in sophistication. During the 1940's the

rivalry between steelband groups was intense ancl the reputation of

tìre steelbandman rrvas pcior. The gelleral participan'b withi.n the

stee"ì-bancI lvas a social outcast, a vagabond, or roEiue.

In i950 attemp-ts to mediate and solve problems withj.n the

steelband lead to the formation of one band, drawing one player

from each of the local bands. Lieutenant Griffith lead this band

and ordered construction of instruments with a lare;er chromatic

rallge. Ensembles included a sinele bass, single second, single

gurita.r', double ceIlo, and single leads. With these instruments

t.he Tr"inidad All Star Percussion Orchestra conquered a whole range

of musi.cal- stSzlss f i:om classics to calypsos.

Àf ter this sLrccess, E11íe Manette developed f urther instt'uments
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such a.s tlr.e doubl e second , doubl e gui tar and cel lo , and exparaded

the sec ti,ons. The double seconds were trvo drums that generally

played a11 alto 1íne, n'helieas Lhe double gui.'Lars and cello lvere

thus named f or the j-r strumming contribution to aì1 arrangement. The

g:uitar ancl cello were tlvo, 'chree, and sometimes f our drums

s j,tua'Led around the pl ayer.. The guitar and cello f ill ed in the

choi"d ancl Þ1a¡rsd clif f erent rh¡.f þ¡s using the ti-iad.

Dr-r,ring the 1960's, the numbers of steelbands grew and their

repertoire becarne increasinsly complex and impr.essive. The

reputations of the bands became more positive and the instrumenl:

received recog:ni'tíon ð.s an important trvent,ieth century discovery.

The accepl.arlce of players, and the s't.eelclrum as an instrument,

l.ead the way for steelband music to move to radio, records and

churches,

During -l.he 1970's steelbands exploded to contain a hundred

members. Large bands were in demand and the small band or

individual bairdsman was on the decline. The steelband became a

clearly establ ished part of the Trinidadian national culture.

students wj.t.h j - rho ì,vì nn-i nag schools can identif y witlr. many of the
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s truiggles f or r:ecognitio¡r of a worthrvhil-e instrument that took

place in Tr j-nidad, The evolution of i;he steeldrum is exciting

his'tor"1' f or Lhe s'Ludent. Af ter the student has experienced tlre

k.nowleclge of the steeldrum other musical his'bory v¿i1I also be more

interestj.ng. Analogj.es can be drawn to compare the development

and acceptance of steelband music and the music of Beethoven or

Mozart.

The foll.on¡i-ng goafs assist the students to unders-Land the

his tor"ical development of the steeldrums, as well as tl-ie

deve I opment of mus i- c .

GOAI,S

A. The historical develorrment of the steeldrum.

S Luden'L s w-i 1Ì :

1. discuss and present the important aspects of the evol,ution and

clevel opment of the steeldrums .

2. wri.te an assortment of reports, stories, sorlg:s or poems about

steelband greats such as EItie Manette and Wins'l-on "Spree" Simon.

3. develop a primiti.¡e rhythmic steelpan band using various metal-

sounds.

4. experiment with bottles fiIled with water.

5. create a tamboo bamboo band.
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B. The niaking of the steeldrum into a musical instrument from a

oil d¡:um.

Str-rdents u'il1:

1. rvatch a video of the construction of the steeldrum

2. harre a tuner demonsti"ate the process to the students.

3. sequence and clevelop visuals of the various stages of steeldrunl

makiirg.

4. cìevelop steel.di"ums f rom various sizes of cans. Guide str-ldents

thi:ough the differen'L stages of sinking, gr-ooving-, knocking,

tapping, tempei'ing, and f inishing.

5. devel,op and help studen-Ls discover" the tuning process of

sharpening and flattening a note on the can which the students

have constr:ucted. Studen't.s rviII corlstruct a specific scal-e on a

set of cans.

6. make accurate model drawiiegs of the steeldrums using

measurement, angles, of Lhe tunings of different drums.

7 . construct playincl sticks f or the var j.ous drums using dolvel lins,

rubber sti"ips, and rubber bal-1s.

B. create a iron-rhythm sectíon after a visit to an auto-wreckin€i

--'a^5f Le.
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C . Ihe_C_¿ne_i:e.l__Li qt_p_sy_,p f nrus i c .

Stucle¡'rLs ivill:

1 " discuss the musical. selections pIa¡rsd, the composers place

wi'uhi.n general muisic his'lor¡-, and the s'Lyl-e of the musicaf

selection.

2. listen to other select j.ons and works of the same composer. so

that cer"tain characteristics can be identified.

3. listen to composers of the same era and compare and contr.ast

the s-ty1e of nusic.

D. Define in specifi.c terms the combination and characteri sti cs of

musical elemen-ts of 1-:¡tcicaf s'teelband music and calvpsos.

Student-s wi 1.1- :

L. dj-scuss the musical style of the musical selection.

2. acti.rrely listen to various f eatul-es of calypso music.

3. create movement patterns for the different sections of a

typical calypso.

4. analyze the musical characteristics of cal5.psos such a melod5'

and me'l- e¡r .

E. Corr'urast and comrrare cal¡¡psos to other musical stvles.

S buden ts rvi I I .

1 . compare the prominent features of Canadian and Caribbean music.
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2. listen to the f uircti-oir of steeldrums i¡r dif r"erent musical

settings.

3. compare the function of Canadian music to the function of music

in the Caribbean.

4 . compare the sti"uggle of jazz to the struggle of steel-dr"um.

5. clesign costLrmes and masks of dif f erent f oIk characters, bo-th

Canacl i- air and Car i bbean .

6. r-rtilize the classic masterpieces f rom pr"evious and present

eras, through performarece and production.

7 . 1is-r-en and anal¡.2e the great works, and then transf er this

aural kirorvledge 'l,o perf ormance.

AESTEETf,çg

The thii"cl discipline of aesthetics can result f rom pr-odulction.

When the student is guided-Lhrough a music-making process on the

steeldrums, the enjoyment and appt"eciation of the art of

music-making results.

Aesthetics is a branch of "philosophy" that is der.ived from the

Greek word meaning -percetive' Aesthetics has been defined as

"the theory of the beautiful, with concern for discovering those

cornponen'Ls that contritrute to the effectiveness and enjoyment of

art. , ]:ow these components originated, were devetoped, and a-re
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or garÌiz.ed to produce a rvork of art and. , what the place of art

is in tÌ-re life of rnan and in his society." (Bessom, Tatarunis, &

Foi:cuccì-, 1974., p. 43l' .

Researchers and writers express their concept of aesthetics

differently. For Bessom (fgZ¿), aes'thetic sellsitivity is

erp.l.aj,ned as "the ability to perceive and understand the

components of an artwork, the handlins of those components by the

artist (composer) and the inter-relationships among: them" (p.

21). Hoffer (iS0S) describes aesthetic sensitivity as "the

ability to gain meaning and pleasure from the experience of

contemplating ên objec-t or event. " (p. 15). Aesthetic

sensitivity for tr{nieter ( fSgS ) is man's capacity to experience the

arts (p. 1).

Regardless of which expression of aesthetics one employs,

aesthetics involves the critical reflection of the experience and

evalu.ati-on of and with the art f orm. The critical ref lection

cot'tsis'ls of conceptual analJ'sis, 'the f ormulation of principles of

interpretation, critical reasoning and evaluation. Aesthetic

perception comes from experieircing creative activities throush

appreciation as well as history and criticism.
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One of -uhe coì-rc<+p-ts lçl-rj-ch assj-sts in developing this discipline is

that of the created rvork of art. The iden'Lif ication and

description of form, content ancl meaning are products of this

discipline.

Aesthetics attempts to clarify unique and j.ndividual lvorks thi-ough

issues of uni ty, balatlce , harmony, r.hy't.hm, f orm, themes and

variatj-ons, and dynamics. These qualities are used to define the

artistic pr.oduct.

The student ireeds opportunities to perceive, react, response and

dj scover aestlietic qualit j.es in order to expel"ience aesthetically.

The awareness of the musicaÌ qualities of a musical- selection such

as a theme, \¡ariations, balance and dJ.namics, and the interaction

of these within the musical selection wilI enhance the stuclents

ability to critique and understand music. Students experience

these qual.ities through dissecting the parts from the whoIe. The

student is able to focus on each quality inclivjdually and then

Lrpon the whole musical selectiore.

For the steel,baird program the mLlsical selections choserr' were in

mos't insl.ances simple with many repeated phrases and sections.

After the student became awar.e of this for.m, memol"y ski1ls
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i-ncrease<i, 1-he chaini,ng and l.i.nkins process improvecl, ancl -the

I istening skiLl s were enhatrced. The concept that. rvas f ocused o11

<Juring; the lessotr simply neeifecl l,o be poiieted out to'uhe students

¡:.¡rd'then lhe s'Lurden'i: \f'as able Lo experience'Ll.re music

approttrr"ì,ate1y. Bessom (tsz + ) states that the development "of

rnusic urnders't.anding aird aplrreciatj-on comes throulgh'Lhe ability -to

peI'-ceive ancl r'eact , This ì s l'c¡ êynênì o¡1ss music aesthetical ly.'

(p. 41)

Aesthetj-cs and aesthetic serlsitivity have sever-aI characl-eristics

accolding Lo Abeles, l{of f er aird I{lotman (1984 ) . The5' state:

". . . it (aesthetic experience) has no practical or utilitariair

pur"pose. . I t is r.aluecl f or" the i-nsi.ght, sa'lisf actio¡r a¡rd

enjoyment i.hat i L provides" (p. 12). The consumer of music is not

motirrated for any purpose o'uherthan the sheer enjoyment of 'bhe

1:articipat j,on of the f eelings that music evokes in him. The

enjoyment oî music is unique in that i"t evokes feelings and r1o

practical corrsideration for the moment âre necessarv.

S f.uden'l-s en'ber"ing a s'teel,ba¡rd program experience this sensa'tion.

Students ar e eaeei: to pIaJ¡, and will change behavio¡:s so that they

can par ticipate n'ith their pr"ime f ocus being the enjoymen-L of 't.he

souncls that {þorr A}.ê nanrlrl¿ of c¡^eãfing. T}rey strive to make

1ôl
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sounds tlra't the¡r ¿tre capable of creating Tìrey strive -bo make

i-irdivj-cir¡a1 pJ-easing sounds so that the group can create unified

ancl har.morrious mus i c .

Abel.es et al

feelings.

( 1984 ) second characteristic is that music "involrres

Ther"e is a r.eac-l-ion to what i.s seen and hear-d,' ( rr.

L2) TJre participant may fi:ecluentry ask what about music makes

hi m f ee 1 -the r¡r¡ay he does The f eelings may be complex a¡rd not

obr.ious 1.o the participants, but are still present There is an

through thisempathv for and an identification rvith the art forn

experience.

h,íany chi ldren of the inner-city have difficulty expressing their

These chi l-dren do not utrder.sta¡rdfeelii-r'es in appropriate ways

Love, affection. but are capabl-e of playing â - love song' with

cieep convic-tion and feeline These students have the capaci-Ly'Lo

react with love although the love carl not be defined and

understood in tire conscious serlse

The thírd characteristic is that "it involves the intellect.

. The mind is active as it

consciouslJ. notices the aesthetic object . . relates that object and

expe.t"iences " (Abeles etthe reactj.on it has producecì to previous

Though't and a\rareness are necessêry.
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al.., 1984, p. 12). As s'ta'f-ed in previous chap-Lers, the individual

has a sl.orehouse of images. Thj.s storehouse is the base upon

',rhi.ch the individual can build. Teachers have the capacity to

assi.st students to be more coi"rsciously aware of their f eeline;s, to

be able to identify these feelings and then verbalize them. The

abjlil-y to clo this witl'r experiences in the arts assist the child

to do the same in refationshj.ps.

The more frequently a child is erposed to having an aesthetic

experience 1-he more apt tre wiÌ1 become at describine his feelings

and explessing these in acceptable ways. The aesthetj.c encounters

aicl l-he ch j I d in developing relationship skil1s. The aesthetic

exper"ience is a worthwhile experience in itself as welf as the

henef its it displays f or the child outsicìe 'the music arerìa.

The fourth characteristic Abeles describes "involves a focus of

attention. Yor-r mus.b conl,emplate. . consider it thoughtf uIly"

(Abeles et al., 1984, p. 12). One does not have an aesthetic

exper"ience if one j-s listeniirg'to a recording and running the

\¡acuLlm cleaner.. In such an instance the music is therapeutic more

sio -Llran aesthetic. Focused atten'Lion and concentration must be a

nar'{-. of f he I i sf ani ns exr3er" j,ence in order f or at1 aestheticyljr v v,r:¡¡Ò

experience to take place.
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Ai-iother charac-tei:istic of aesthetics is that "it must be

experienced. Thei"e is t-Io way to have 'secoirdhand' aesthetic

expei:ie¡ces. There are no aes'thetic answers, only expel'i.ences"

(Abel es et a1. , 1984, p, t2) . Describing an experience is lae\¡er

the same as bein.ç; involved in it personally. It is at1 individual ,

personal exper.ience that can be shared leut never reproduced in the

sarne rvay. The same experience can never be comple't.e1y reproduced

with the same outcomes. A inusical selection may produce an

aes'Lhe tic experience at the same point withj.n 'bhe music, however,

the experi.ence will he unique each time ancl rlevet' cluplicated.

The final characteris'l-ic of aes'bhetics is that "the resul'L of

aes'l-hetic experiences is a richer and more meaningful- life"

(Abeles et a1 . , 1984, p. 72) . Our" per'sonalitv is shaped bv our

experiences and oLir enr.ironment. Our students have a f ull-er and

richer' l-if e p¡:ovided the5' have aesthetic experietrces. 't{ithout

aesthetic experiences there is "anesthetic-nothingness, no life,

r-ro f eeliirg, ¡xo hunranness". (Abeles et â1., 1984, p' 12).

The stor:ehouse of each person is different because of different

past experiences and a dif f ererlt environment. The quali'¿y of the

aesthetj-c experience will vary in intensity. It is the task of
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the eclucator- to be aware of the raecessary attributes that need

cr-iltivation in

of qualit¡' and

'the parLicipant so tha.b an aesthetic eliperience is

obliga'l-ion of aesthetic education to "systemically develop the

abj. lity of peopl.e 1.o pet ceive the aesthetic quality of thines and

1.o react to'Lhe expressiveness of those qualities" (p.79)

jn'censity. Reimer (1.970) states that it i.s the

i-s a complex belravior. The individual

"recognizin.l, recalIing;, relating,

Aesthetic percept ion

combines behaviors of

identifyins, dj.fferentiating, matching, subsuming, comparing,

dj,scrj.mina'Ling

behaviors can

synthesizireg (Reimer, l-970, p. S1) These

be taught aird inf luenced thr"ough discussion,

identif icati.orr, and prac'bise

Aes t.he1.i-c reaction, hontever, deals with the feelings that are

. Thís experience is lrniquecr<+rr.t-ed by the

and personal.

aesthe'Lic perception

The individual cannot Ìce taught how to deal with

'this emo'tional reac'Lion. Reimer ( 1970 )

hinted at in

states that: "Feelings

wordsand reactions can onl5r þs

analyzed, tested, or tausht in any direct way.

set up situations in which l-eactions can happen" (p. 4iI)

One factor tha.t wilt foster. aesthetic sensitivity is the use of

they cannot be

Teachers can only
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inu.si-cal. \,r¡orks t.hat .the indivi.dual is capable of reacting to. The

nusi-cal selection needs to be clevelopmentally appr-opriate for the

rìge aird skiIl of the parLicipant.

Se.l.ectj,ons used i,n the steelclrum program were musical- selectj.ons

that 1.he stude¡rts coul,d identif y with. The sel-ec'Lion "Le't's Go

Fty a Kite" is a popular" song, for the elementary student. The

studen.b in his past experiences has ]earned to sing this sol-lg,

probably has watched the Mary Poppins movie and is alcl.e to

j.deirtili5- this selection. The musical form and dynamics are age

and developmentaÌ1¡' eppropriate. The chord changes are minimal ,

'the mel.ocly I ine is f ree of complex rhythms, and there is

sr-if f ici.ent repetit j.on so. the students f eels successful. (See

Ap1>enclix f or musical scor.es ) This musical selection is sui'bable

for the beginner of the steeldrums.

The more aclvanoed s'ludent is capable of performing; a musical

selection such as "Climb Every Mountain". Again, the student has

hacl pas-t experience ivi'th the song and is capable of singing this.

The composition of this sollgs is more complex. Chord changes

occur frequently every two beats and the student lleeds a

familiaritS' ryi1¡ his instrument to repl-icate this piece of music.
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il4usical sel.ectj.on from 'Lhe classics also are an important source.

The str-rdent- will en joy pla¡rj,¡¡g Rubinstein's lvlelody in F. This

musicaf sel-ection ca.n be simply ar-ratrgecl for the child so that

success is i¡rherent. The student ivi1l be challen8'ed but not

overwhe lmed .

During the rehearsals of a musj.cal selection the player carl focus

on beat, temtr¡o, phrasing, ated dynamics. Instruction in these

pr j-nciples i.s through cliscussion and production. Teaching must

not only be f or" bechnical coml>etence but al so f or aes-bhe t ic

sensj'civíty. Many students fall short on technical profj-ciency,

hor,rever', they are capable of having: an aesthe t.ic experience. The

aesthetic experieirce rvill be a part of their life-lone; memories

whereas the technical proficiency fia5r 6" forgotteu.

The educator must present situations for musical conditions to be

periceived. Emphasis should be placed on concepts of rhythm,

melody, harntony, f orm arld expression. When the student is aware

of the compositiorr of a musical selection an understanding

develops.

h{usical literacy and musical articulation encourage musical

responsiveness. When the student understands and becomes
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nrusicall51 1i tei:a.te the quality of the aesthetic

cegree of aesthe.tic sensiti vi ty are moI'e inteiese

s1,at,es: "musi-caI

pr-tr srteci and a.r"'e

138).

experience and the

. Beimer ( 1970 )

mastery and rnusical uirderstanding; are both being

so bal,anced that each strengthens the other" (p'

S'l-udents need the opportunity to discover,

reac-L, to share, to express ' and to expaud

to experience, to

their aesthet ic

experl-ences The educator should foster aesthetic qualj-ties ' The

followin.g goals and ac'uivities the learning envirolrment, and the

language and techl1iqt]es of the educator should encourage and

.fa.cilitate the aesthe'tic experience

GOAI-S

A. Der¡elop the ability to express '
identify, and Practise music

appreciation as a resul t of the steelband experieirce

B. Develop the abilit¡' to discuss and express the aesthetic

experi,ence as an j ndividual phenomena '

ACTIV]TTES

Studerrts wilI:

l¡e guided Ì:y the teacher so that the musical knorvledge that ís

impar.ted wj-11 6e assimilated to provide an aesthetic e7;perience
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2. build a r.epertoire of mursical sef ections f rom other cultures

'through tistening, singing, and playing Caribtrean.

3. herve oppor-tuni ties .{:o understand and discuss mus j,cal concepts

per.tj.rlent to each musical selection to students have a base to

discuss ancl express the aes-Lhetic experience.

4. rvatch perf ormet's and share their music apd thei¡ views '

CRITICI SM

The f ourrth clj.scipline withiir the steelband program is criticism.

The goal of criticism according to Risa't'bi (f gSZ) j-s "trying 'bo

understand mankind and the human condition... It (critj.cism) seeks

to inf orm and edr-rca L.e people abou'L art by providine insie'hts into

its meaning so as to increase the understanding and appreciation

cf art and to illumina-l-e the cultural and societal values

reflecLed j.n it" (p. 217).

cri ticism calls the participant to compare, contrast and

synt-he size n,ha'L is knorsn. All music is closely linked to the

values of that era. Modern ancl contemporary music are linked to

the values of the pr.esen'L . I t is essentiaf to ul'r.derstand these

values lcecaurse of f uture values. Criticism allows the student to

scl'uLinize-the values of socie-by in u'hich he plays a r"o1e in adult

1jfe. The student is chalfenged to read about, think about, and
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ju{ge these values. Training in critical thinkiirs develops as the

s Lurden'L '{-hinks about the ob jectives and vaf ues of ôt1 ar'cist' work,

ancl in contrast to these the present society and social- \¡aIues.

The flescri.p.Lic,.n and i.nterpretation of artistic works are diverse

and varied thr"ou€lhout j- ts history. Cha¡rges are colastantly tal¡.ing

nl ace i n soci etw. r:ol i t i cs. the economy, religioir and Lhey-Lrf,u rvv-! v eJ ! fv+-!

geogra.phy of the l-and. These aIl inf luence how a musical

selec Li.on or. a pai¡r'bing is received. To understand the pr"esent

through exist j,ng f orms of art is a simple goal, holvever, the

methods and procedures to accomplish this, are not as clear,

The goal.s of aesthetics and oriticism go 'ha-nd in Ìrand' . \{hen

studen-Ls have arì aesthe-tic experierrce, criticism is involved. The

opportunity mu.st e-xist rvithin the steelband program to critique

whaL is hear.cl and played. \{hen feelings are itrvolved in the music

maki.ng process! and students are given the oppo¡tunity to voice

these f eelings and hear o'ther students voice -their f eelings, the

dj.scipl-ine of ci:itici.sm is cleveloping. The goal of criticj.sm

needs to be developed to incl-ude values of society and cu1'Lu.res.

Mr¡s i. c Ir j st ory opetls the door to unclel's tand many of the value

systems of past eras. fn order for students to compare and
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con lri.¿SrL pasl- \¡alLres to presel'rt day and f uture t'alues a basic

kiror,r'l-eclsle of musi-c historSr i.s reqr-rired.

The s-budent r^¡ilI be able to critically analyze their performance

as -t-he5, p¡oe;iress wi,th their production skills. Critical anaiJ/sis

takes into account the description, inl"erpretation and evalListion

of the ar-tistic f or"m. Siatements made by Dr, Ùolin Walley, during

the acljudication of the steelband performänces at the \{innipeg

Music Festival 1991 were statements of eval,uation: "What a lovely

thourehtful s-tart1", "a Cj.sciplined approach to the instrttnent",

"some nice nimbl-e stick lvork", "such a 1ove1y, delicate opening".

Al Lhouig.h these s.batemen'ls are evalua'Lions in summary form they are

nonethel.ess important aspects of criticism. These statements are

col.lnected 1:o the descriptive and interpretive process.

The qualities and values that are important for good criticism are

basecl ot1 the large¡r sociaf and cul'l,ura1 contexts . These become

the r-eference poiirts for methods of clescription and

j,n'terpre'i.at ioir, aird f rorn n'hi.ch value jurdgments are made .

Teacheirs urt j, l. ize cr j,tical commellts and students respond to tlrese

comrnen.-t-s. Statemen'ts st-ich as 'níce entry' or -stay on the beat'

are critical comments ' As students progress t'hroug;h the steelband
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proÉ1 !.'¿ìm they Lìre abl e to analyze theii" playing ' modif y and correct

their rnusic making

Tn order to be a critic the student must lce able to discuss a

. The sturdent ofmusicel selec'tion in formal and descrip't'ive terms

Lhe steelband must knorv the names of the instruments within the

en,s eflìb 1 e The participant. needs to have some knowledge of the

playing capacities of each of these instruments The student also

needs.t.o Lrrlders'¿and the nrusical terminology to some extent

Musical notation i:eacìing skills are not necessary, howerter, some

knorvledge of note val.ues is developed as t-he student lrroEir.esses

through -bhe steelt'and progran.

cleveirops 1.Ìrrougl'r exposure'to tire

Other technj-caI knowledge also

ins t rumen'L and the appropriate

The studentuse of terminolo,qy to erplain musical c onc ept s

u¡rd e r s't and s

e xpe i'i enc e d

the complex musical collceP-bs more readily if it is

rather" than rnerely observed.

The studen'l-s also neec{ to discuss t}re meaning of t'he musical

selection. Exposure to listening, singing and playing experiences

give 1.L¡e students a deeper meaning of music In the steelband

pÌ:'ogram the student lvi. l1

proclr-rc.t- i on expe r i ence

listen, sing, ancl then progress to the

The production experience provic{es'the

cement' io the l>rior experiences
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repetitious, rvith chaínj,ng

previouslSr Lear"ned phr-ase.

experj ence.

mursic and the

and l i-nking new phases to the

.A.f Ler m¿iny repeated attempts and hours of rel1ea¡'sa1 time the

stuclents derives mean.i.rì8; flrom 't.he rnusi c The rehearsal s sucldenly

seètr tc¡ 'click' ¿;nd all tlte pai'ts atrd section f it together rvj i:h a

f eeliirg. This happens only a.f -l"et' t'epeated a L'Lemp'i.s alr.d wi th

s tudr:nts erhibitiire e'reat I istenin€î skill s and participation

i. his ¡roi-nt. 1-he str.rdenl- seems to have iirternal ized the playing

The student is norï capable of

meaning it has for him. The

speaking about the

child will need

irr-actise to defj,ne and articul¿lte his feelings and the musical.

niean,i-ng of the exper:ieirce. The child is capable of c¡ritiquing tìre

musica.l- rvork and other musioal wofks of the same naturre

Af'Ler 1.he l.earning process of a musical selection the students

enjoy hearing, thej r works performed by another ensemble For

exampl e , - Cl imb Every Mountain'

students after" they lrad l.earnecl

was very well-received by the

the music Prior to their ol{n

playing e:iperience the song was simply another song., howeyer,

af t er they hacl spent hours playing and perf ect }y t.hi s song they

ha<l Lì new aprJreciation f or bhe music of the Von Trapp f amily.
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Ä. Si.i-rdents wiIl der.el.op the ability to make a value judgment

l,ha t is supporl-ed r.r¡i th ¡nusical knowled€;e of pas't , plese¡r'L a¡rd

future \¡alues of society, rel,igion, and poli-tics.

-'the teacher iryi11 provide the musical information tha'L is

necessar.y and al1ow for discussj-on rvithout making juclgment calls

orr n'hat the student is sayinB. No'b all students will experience

and f ee.l. the s¡1me way. A nega {-ive comment is just as productive

es a posi't..ive sta'Lement if'l-he teacher is the giving the s'Ludent

the opportuiri ty to be eripressive . The students neecì the knowl-edc:e

and skills to substantiaLe the statemen'Ls rnade.

B, S'¡udet-l'cs r^,'i11 develop the aìrility to expr"ess a value judgment

of a musical selec'tion in f ormal and descriptive terms.

- the teacher wiIl provide students with the necessary musical

knolvledge '.o discuss a mus j-caI selection. As s't.udents experience

music an r-lnclerstancling of music develops. It is then that

discussions are rrecessary. In or"der f or studen'Ls to express

t,hernselves a base of mr:sical- knowledge arrd a non threatening

al.nrosphere is reqL.rired. The teacher should provide att appropría'be

example wheie critiquing students production and I>erformance '
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Tl:e f ol lowi r-rg sec'tion entails the goaJ's ancl concepts f or a three

yea.r proÊ:rarn. Year 1 is appl iect to g;rade f our students

ii-rcorpor-ating the -qoal-s and oÌ¡jectives as outlined in the Mairitoba

Music cur^ricu j um. year 2 applies to the grade f ive students aÌ1d

year six is outI j.necl f or the grade six student.

MT]SICAL CONCEPTS AND SKII-LS

Y--qer--l-

A t. the begi.n:ning year ì oii at the grade f our leve1 , students need a

selection,Lhat,i:hey can iden'Lify with, utilize theil' previouslJ'

learnecl rnusical skitl s, and experience a positive f eef ine towards

music-maki.ng ' The selec-Led song: should also ex Lend their

pr.eviousl.y learned skills. The f irst selection that was chosen

\{as f rom t}re mnsical l\{ary Poppins, "Let's Go FtV a Kite" '

The concepts and skiÌIs are the same as outl-ined by the Music

curriculum flor" the Province of Manitoba for s'Luden'Ls at the g;rade

3 ancl 4 levels. (refer to pe;' 4 & 5 of the Curriculum for a

detailetl 1is t of concepts and skills ) '

I-ET'S GO llLY ¿-x-!T-E

RHYTHh

- f eel the puf se of a son'g; with inirer hear"ing
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- read aricl recog.nize the dotted half t.rote

half not,e

1-he quarter note

the eishth note

'the quarter resb

h{ELODY

- recognize that melodies are made up of ascending'

descendin€l or le}reated tones '

- read , sing, aird play a melody tls ing sol f eeçe in the Kev of

- recognize hieh 'rdorr and the term "octave" usine hand signs

and s'Laf f reotation '

- acquaj-nt students with the "home tone" of "tonaf ceTl-uer"

- recognize #.

- teach and be able to read the letter names in the trebl-e

clef .

HARMONY

- sing and play using the I, IV, and V harmony'

- recognize Lhat harmony is a combination of two or more

mr-isical tones '
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FORM

-l:'ecognizeb)'sieht,souird'andmovementthel'engthoflj-

phrase.

- p.l-ay ancl create simple introduc tions, inter"ludes and codas .

- r'ecognize r-epeated F'hrases Lhat are the same or si.¡nilar '

- recognize aurafly mefodic seqLlences and phrases'

TONE COLOR

- recognize clynamj-cs used to p1a5¡ a sor.Ig: with f eeling.

- recognize ai-rd iden'bify good musica.l- sougds in contras'b to

unpleasant sounds.

SIGNS A}iD SYMBOLS

- i denl-i f y and un<Ierstand the meaning of :

- phrase

- staff

- bar" l ine

- measure

- double barline

- r'epea-b s ign

- -Lreble clef

- tie
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_MUS!E- H I STORY

- watch the movi-e "Mar¡' Poppins" and di-scuss the values of

society, politics and f arnily within this era.

- I j s'ten to various recordings of "Let's Go Flv A I{ite" and

airalyze the m\-rs j.c¿ìl score.

- give small groups of stuclents the opporunity to listen to

the remainder of Lhe ensemble perform this musical selection.

I)iscuss the obset't¡ations made by the sturletrts.

- enter the stude¡-r.Ls in a 1oca1 fes'bival so that-their

per:f ormance can be acl judicated by a prof essional. Students

will foÌ1ow the eriample of the adjudicator and be able-bo

understand ancÌ better discuss a musical per"f ormänce.

Another Írusical selection which fosters similar skills and

concep'us j-s "A Bicycle Built For Tr,vo" in the Key of G+. In

addition to the same skills the s {-udeiets rvill be wor}ring; in a

different key using the F#, utilizine and developing the upbeat

or" anac¡lusis.

Anol,her musi cal selection j-s "Edelweiss" . This song also has 3/ 4

-r-i¡ne and j-s i.n {.he I{e¡. of Bb, using t}re Eb and Bb.
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Alt of ,¿he above selec't.ions devel.op sirnilar rhyLhmic and melodic

shi11s, and al'è eas¡/ f or the student to plny because of their

f amiliari-Ly li'i'Lh these selec'lions f rom previous Jrears.

AfLer refinins aily of these musical selections students are ready

-Lo pro€irîess to a musical selec l,ion tha t. will continue 'Lo reinf orce

,"h.ese skills as rvef l- as i,ncorporate new orles. The choices are

vast ancl soì-tgs should be sel-ectecl that s'l-udents are iirterested ín'

Cl.assical music j,s utilj-zed that will incorporate the historv of

music and tire oo¡¡¡poser" s lif e and era. Many mus j-ca1 educa'tion

opportuiri t ies are poss j ble and should be explorecl . Pop music also

etrtends the s"l,uclent's musicaf education. Ethnic music such as

calypso musi.c is af so rvel1 received ley the students.

It is importan'L'Lo alwa¡r5 drarv ski1ls and concepts from the

selec-Led piece of musi,c so that students aI'e extending'their

educa'Lj-on Éìs well as enjoying th.e pe¡formance of 'Lhe selection'

Perf ol.mãìnce, in itself , will add to the students setf -esteem and

social skills ìoecause of membership wi th a group having a commoll

ob.iec'uive.

sl.udents shor-ilcl a1-rvays have the opportunity to discuss their
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íìesthe't j,c encoLinters e1nd cri'tique the j lî pl.aying, In so {oing

st.ucl.ents r,{i1l clevelop 't.hei j: aur"a1 skil1s and in't.elligentl¡' discuss

Lhe j.r pl a¡'i¡*.

YI]AR 2

The st-uclents rv- j-thin 'che second year of the steel-band program, or

grade f ive students, use the previousl5' learned steeld¡"um playing

skilIs. The per-formance of musical selections is more rapid

þecaurse s't-udents are f ami I iar wi Lh playing techniques and the

strr-icture of the steelclrum. Students are also al{are of the

r-outj-ne ancl strr.¡ct-ure followed in the learnin€: processes of e

musical sel-ection. As a result of the student's positive

exper-ience 'Lhe previor:s I¡ear, they are ruilline to accep'L the

chal.lenge of more difficult musical selections as well as pieces

of musj.c't-ha'L under" other circLrmstances lvould not be of g,reat

interest. Studeirts in the second and third year are capable of,

and rni illiirs to, perf orm classical selections aud,/or ethníc music

as the ca15.pso music r,¡here the steeldrums had their beginning '

A - pop' 'f-une that the €;rade f ive s'Ludents en joyed \^/as "The Rose" '
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RHYTHX,T

- i-dentif ¡. beat, accent aircl aurally identif y the meter '

- recognize the eiehth rest in addition to the quarter, Ìralf

an<ì whole rests.

- conl-.inue to read rhythmic notation of eiShth notes, quarter

rto-tes , hal f notes , dotted quarter notes , and whole notes '

MELODY

- reacl and }>lal' the - f a' ancl - ti'

- recognize t"he sharp, f 1a t and natural '

- improve reading skiI1s using solfege'

HART ONY

- continue clevelopins and ref inj.ng previously Iearned ski11s.

- play I, TV, and V chords in the Keys of C, F, and G'

F'ORM

- identì.fy repeated, similar and different phrases.

- identify verse/refrain and other sonE; forms'

TONE COLOR
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- cor-i'Linue-Lo develop the aesthetic sense of music through

I istening;, discussing and critiquing: music-making'

STGNS AND SYMBOLS

- rrnclersar.and and identif5' the f ollowing musical symbols:

- ivho 1e r-ro'l- e

- hal f note

- dot.tecl half note

- qu¿:rter note

- eisht-h no1.e

- whole rest

- half rest

- õr1ar.f cr rasf
al4q¡ ev¡

- ei-qh'Lh res-L

- sharp

- flat

- naturral

- tie

- dynamic symbols as applicatrle

CRTTIC]SM, AESTHETICS AND MUSIC HISTORY

- discuss briefly the origin and devel-opment of modern pop

music.
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- discL¿ss the I if e aqd rvorks of the composer .

the meaning and the atralog'ies of the lvords.

- 1i s'Len/ sing to vari-ous recordings and ar¡alyze the rnusical

scot:es,

- gir.e individuals the opportunity to l- isten to tireir

classinates give performance. Discuss the performance in

f or"rnal and descriptive terms.

- 1-larre the studenLs exposec{ to commerlts of an adjudica'lor at

a 1ocal f estival. Students enioy per"f orming and

wil I understand, apprecia"l-e and f ol1ow the example of the

acl judi-cator" in critiquine a musical selection.

YEAR 3

The stuclents at this leveI are capable of completing the skilÌs

and corlcepts outlined by the Curriculum from The Dept. of

Educati-on in Manitoba. The song: selected was f rom the movie the

The Sound of Music and is entitled "Climb Ev'ry Mountain".

Cru
RFIYTHM

- r'evj-erv a1l the pr-e1¡iously l-earned skills and concepts.

- recognition of the dotted qua.rter note followed by the

eighth irote.
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- ut ilize the F# and Ci .

N4ELODY

- continue pl'aotisi ng aird reviewing; skilIs in reading

no1.a'Lion.

- be comf ortabl-e with reading using: letter names '

- utíLiz.e the key or c, F, and G in their playitlEi abilities'

- be able to recoglize and know the sharp' fIat, and natural'

HARMONY

- be ef f icient in cl-iord changi.ng of T, IV, and v in the Kevs

o:fl C, F, and G.

FORM

- cont j,nue to r"ecognize same ancl dif f erent phrasin€;.

- recognize verse/refrain.

- recognize different music types and experience other

musical forms in music-making.

TONE COLOR

- continue to develop aurally their ability in ensemJ¡l.e

pla¡'il't* and blendine of -Lone and music '

- contiirue in discussing: with criticism the aesthetic

components of music,
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SIGTJS AND SYI4BOLS

- uÌ1dêrs.'tand and recognize the f ol. lowing:

- forbissirno

- forte

- mezzo f ort,e

- piano

- n'i aniqqimcr

- crescendo

- descrescendo

- accent

- fermata

- staccato

- legato

- sJrarp

- flat

- natural

- Da Capo/ Fine

- Key Signature of C, F, and G.

- Time Sig;natures.

- Ieger lines of middle C. and hish A.
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CRITICISM. AESTHETICS, AND MUSIC HISTORY

- vierv the movie "The Sound of Music" and discrrss the

political. situa'tion, the values of society and religion

rÌr¡i'ine Lhis et'a.

- li sLen/ sing to recordings ancl discuss the mr-rsical score.

- give smal1 groups of students the opportunit¡. to hear the

en1.ir.e ensemble pì.a5, anrl alIon'critiquing of the performance

uLilizing' descriptive, formal rnusical terms.

- discuss the process of writing a musj-ca1 score for a

movi e .

- enter stuclents in a local festival so that their

performance can be critiqued ìry an adjudicator. This

prooess is a positive experience, rvill enhance the

conf idence of ihe j r playing abilities, expose studen-Ls to

the method of critiquing using formal and descriptive terms

as wel I as rnotivate produc't.ion to perf ection.

lllE_,s tEItÈéllÐ_gaÐEI.

Tn this section the entire process of setting-up a steelband,

arranging f or the s-Ludents, the early classes and the pr-og:ressiotl

from novice to l:erformer wil.l be discussed.
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GETTII{G STARTED

Before the implernentation of a steeldrum progrâm numerous factors

must be Lakevr intr> consideration. The first factor is acquisition

of the steeldt"ums, A.re the s.beeldrums to be purchased or ar.e the

druns to be rented? Because of the expense of purchasing these

instru¡nents rental seems to be a mot"e viable option uirtil the

school is certa in tha.'c the steeldrum program rvi1l be in existence

f <¡r' J¡ears to make a purchase worthwhi Ie . The steel-drums f or the

prog:rar!ì conta.ined wi th j-n this study were rented f,rom the

LTr-riversi.t¡r of Mani toba.

Befole plans ca-n be made to rerlt the steeldrums adequate space

mus't be found ro¡ithin'Lhe school to house the drums as well as

pr:ovide ¿r suitable space for rehearsals. If space is available

the sou.nd anc{ noise factor must be.Laken into consíderation. The

steeldrums create music, horvever, the steeldrums are also very

l.oud. }tlhen the st.eelband program initially starts the students

rvill need 1.he oppor"tunity to experrlment rc/ith this new instrument

and neecl i.ndividual prac'tise time on their instrument. This means

't-hat a1l 1B instruments can be playing a dif f erent note f or the

f irs'f. f elc classes. ,A.f ter the students understand the mechanics of

p1,a5,i¡ta the steel-drum and their musical score the musical
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selecl.i-oir wil I take shape aird a recognizable tune rvill emerg:e. The

noise factor a7'this point is no'b as abrasive as ii was cluring'the

ì'-'eginning classes. If the steelband rehea¡:saI room j.s too closelv

located 'Lo e regular cl.assroom, where sonìe peace and quiet are

requir"ecl , f rustr"at j.on f or. the classroom teacher lvill ensue.

The second fac'L.or to corr'sider is the cost of the rental of the

s'Leel drums. The mursic budget f or the school- j.s g,enerall¡'

insuf f icient to inc,l-ucie 'bhe cos't of the ren'1 a1. Apelications f or

subsidy f unding rvere made to the Children's l{eritage Fund whic}r is

established in '{-he \{innj-pes Schoo} Divj.sion. Various

organizations can be approached to provide funds for the start up

costs f or this proÉlram.

The rental- of the steeldrums aird obtaining financial support for

tLris endeavor take time. Plans need to be laid well in adwance.

After these plans are in place other concerns such as material-s

and surpplies mus'L be or-ganized.

M.{IESIALS AND SUPPLIES

Af te" ,..ceiving f unds, organi zíng, the school space, obtaining tb.e

renLal of 1.he steeldr"ums, the program must be established so that

--tuclents are in a position f or immediate hands-on expet iences.
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Si:icks need to be made lcy purchasing L/2 aied 5/B inch don'e1Iine.

Tlre dowe,l iins needs -l.o be cu'L into appropriate lengths aild be

rorrappecl rvi th cricket bat rubber, r'ubber g: love s-l"rips or rubber-

bicycle inner- Lulbe strips. The bass stichs need half of a 3"

rr.rÌ:Ì:er lralI lvhich is somewhat conically shaped with the dou'e11ins

insertecl j.nto 'Lhe ba11. The f oliowiirg t.ab1e indicates the

appì'o,-<irna1-e Iengths of dorvelline require f or each instrument.

¿ erior * 6 7/2" 1-ength of 7/2" dowel-lins

double tenor - 7" - 71,/2" Ieneth of 1/2" dorvelliire

double second - 7 1,/2" - B" length of I/2" dowe11i¡es

guitar

ceflo

- B" - B 1,/2" lengt,h of L/2" dowe1lins

- B 1/2" - 9" leir.sth of I/2" dowellins

tenor bass - 9" leirgth of 5/B" dowellins

6 bass - 10" leiegth of 5/8" dowelline

Each i-nstrumen1". requj.res two sticks and each set needs rubber

wrappitrg of eqLlirl wei sht. The tenor rubber wrappi.ng can be

achj.evecl wi th approrimately half inch strips of 5 - 6" lengths.

Each ins'trument requires more rubber as the length of sti.cks

varies. The cello s'Licks need rubber stri-ps that are

êpproximately 3/ 4 -1" in width and B or" 9" f ong. The lens-th of

rubJ¡er vrrapping shoufd approximately equal the leirgth of dowetline

stick.
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The sti,cks forl-he ìrass ins'brLrmenL use rubber ba11s. Rubber bal1s

a.re dif f icuilt to locate, Ìrowever" spoi')ge and other substances do

rro'l rvork on 'uhe sticks. The rubber baIIs are easily cu'L in hal-f

and are coni.cal in shape with a smalI centered hofe. The

dorn¡e11in-Êî is 1-hen inserted i-n-Lo the i"ubber baIl. The-Lenor bass

sticks aiîe smaller in size than the 6 bass sticks. The rubber

baI.l :i s si.mply shaped to a smalf er size.

.{EÈ4TGf,rIq

A-f ter the materials are ready, the drum rental j.s organized and

suitat,le space is obtained, the teacher needs to derrelop â

suitab'Ie program for the students. Arranging music is essential

and a time consumiug'task.

It j,s imporl.ant fo¡'the teacher/arranger to know the

confj-gura'Lions of -Lhe various instruments for arranging pulîposes

as ivell as f oi" perf ormarlce. (S*e Appendix B) The at'rang,er must be

awelîe'tha't micldle C or D maJ¡ be.Lhe lowest reote, if the tenor

instruments are to carry the melocìy line. Tt'ansposing may be

i-ìecessary if the arr.arlger is using an existing music manuscript.

When arraneîing:, consideration must be given so that all students
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are cornfoi'table wi'ùh their ins'Lr:uments and the demairtls rn¿rcle of

i.ìrern f or piroduc Lion. For this reason -Lhe ar¡. êilgements incl.uded in

the ap¡:r:nCir lr.ave the dorrble seconds play the easiest harmonic

par'.t.. Tlie arrairgernere.L for double second is usually on the beat and

part of 'Lhe ch.or"d. In some instances the double seconds play the

al'l-o par t rvith Lhe s. me rhythmic pattern as the tenor-s and double

'tenors.

As the students proeiress and gain in confidence and skill the

arrangemelrts become more complex. The song "RudoIph, the

Red-Nosed Reindeer" coirtains a bass section that is more complex

than the previously learned musical selections. The bass players

enjoy the chal. l-enge and perform with accuÌ.acy after they have

acconrpl-ished the skiIl of maintainiirg a basic beat.

At all times the arrang:ements are tailor made for the group of

studen'Ls that are perf ormiirg -bhe musical sel ection. The teacher

must be alvare of the capabilities of each student and horv rve1l

i-his stuclent unclersta¡rds what is required.

Sr:me stuclents rcant to I>l.aJ¡ other instruments. This should be

encoulraged, holever, studen'L,s should i-rot be permi tted to sivitch

instrumetrts except f or" a nerv and dif f erent musical selection. Some
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s t.uclr¡i-its are better rnusicians o11 the tenors than the¡' al-e otr the

trass i.nstrLirnerl!ù, rvhereas some studen'l-s ere ou'tstanding i.n'their

abi 1i ty j n maiir tai-nine a ste¿rcly beat and theref or:e should pl.ay the

bass -instri¡l¡rerrt.

The fi.i"s'L and foremost corlcer'r'1. of the teacher" is the education ancl

11'e1l-being of the students. When the stuclents are comf or-babIe

lvii;h 1.heir instrumeirt a¡rd music. frustration i-s minimal and the

l.earni,ng proceÞ^s j,s not hamperecl .

The musical arirar-ìetemeuts incl-r-rded in thj s strrd¡r hawe been

'ti-ansposec{ f rorn ei\:istins mênuscripts. (See Appendix C) The

arrai-r.g:ements are i n f ive part harmony with the tenor instruments

carrying 'Lhe rne l oclSt l. i ne , the s ecotlds harte the al to 1 iire ,

somet j.mes on 'LI're beat or f ollowing the tenors rhythmic patterir.

The eluitar and ceIlo fill in the chord and the bass instrumen'bs

have 't.Ìre root of the cl:ord . When prepar ing f or a per.f ormance , the

nrelody liire can be played by another instrument E:t-oup, the

chordiirg can be cloi-le by the tenors or seconds, however, f or

i:eheat'saI and l-he leariring lrurposes the same f orma'b is f ol lowed

wi1-h alI '¿he musical selecti.ons and all the classes.

The arrang.emen-l,s contained within this study have been transcribed

-L62-



f rom pi.ano r¡lt¡sic. In most instances 'the s'Leeldrum version is

;9r'ea'f-]5' simplified and in mos'l- cases also transposed l¡ecause t.he

-tenors inabili tv to play below the middle C.

EARI-Y STEELBAND EXPEÊ,IENCIES

Prior"¿o 'the incorporat ion of a steelband progra.m a caref uf

ass-assment of the s'buden'l-s musical knowledge and abili-ty should

take pIace. The objective is to extend the students' abil.ities

and knowledge, however, not to the poiirt of frustration. Notation

reading abil i l-y, rhythmic nepr"oduction ability ai-rd aural skil 1s

ireeil assessing.

After an assessnreir.t has taken place the musical selections to be

I¡J-a5rs¿ are introduced. The songs should extend lhe studen-Ls

abil it j es ast v¡e11 ¿rs reinf orce previousl.y learned skiIIs. Stucletrts

ô.re entering a neìv and unique music making phenomenon and wilÌ

need to concentrate on the instrument and its rrrinciples wh.i 1e

creating music. If musicaf selections are too advanced 'Lhe

student experiences only frustration and the learninÊi

opportuniti.es are minimized.

In order'l-o have a successful steelband progrâ.nì 1.he program must

start +¡e1l bef ore the steeldrums arrive a't 'the school. The
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studen'cs sing, play and familierize themselves with the selected

sorlE;s. Students al-so work on developing their- aur-a1 skills.

Sti-rcleirts de.¡e1op a f amiliai:ity with t.he nrusical- selections.

Singi.ng arid lj.steiring to the songs that are to be projuced slcee<.1

pr-odu.c tion arid ¡lei-f ormance,

I-listor¡' provicles understancling of the musical selection. and a

his'torv of the steelband is also pror.ided. The activities

ourtl-ined in the music history segment of this chapter (p. 128 ) are

included and ín'berspersed in the earl-y steelband experiences.

After the song selections have been made, students Iearn to sing

1.he sel.ec-Lions and listen to this music. They reproduce the songs

vocalJ-¡- and rhythmically. The stuclents have a famil-iarj.tr¡ ivith

tlie sor-ig, words , r"hythm, and play the chord changes orl orf f

ins'l-rumen't.s or" r"ecor'<ier. A song such as "Edel.weiss" is sung,

listened to on a recording, aied perhaps the movie "The sou¡rd of

Musi-c" is viewed as well. In such an exercise, discussions of the

val.ues of sociely, arid'r.he politics air.d religion of that era,

assj,st the stu-denl. in the aesthetic experience and in the ability

to cri'tique bhe production and music making on the steefdrums.

Tlre notation of the soilg is iirtroduced to the student. The melody
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liile is an.al,J¡zed, wh.j-ch phrases are repeated, rvhich phrases are

s j¡ni.l ar but sliehLly dif f erent, and v¡hich are totalI5' dif f erent.

Establjshine the form of the sorlg assists the student to feeI

successf ul ivhen pla5rj.i1* the song on 'lhe steeldrums. If three out

c¡f '"he eisht phrases are the same or similar" then the difficulty

of the selecti on j.s greatly minimized. Students echo-c1ap

pa't.terÌls 'Lha-L are contained rvithin the music. f n many instances

Lhe notaLion is simplified :for the sturden'b by usírrg only stick

notation with the 1e'¿ter names of the note written t¡nder the

s'rick. ,Af'ter s'cudents are comfor-LabIe v¿i1-h reading rh¡rfþ*i-"

pr:tterns the notes arîe tr"ansf erred to the staf f . The bass clef is

no1. introducecl until the s'i.udents are adept at readine; the treble

cIell .

When the steeldrums arr-ive at the school the teacher should take

'l-he .l,ime to rvri te the letter name of the notes into -Lhe

steeldrr:ms . ( Appendix B contains the traditional note

conf ie-ui:at j.ons of the steeldrurms ) . Students experience

music-makingi earlier- if t.he time is taken to do this. The

steel.cìrums have as many as thr"ee oc.Laves with:in olle patl and the

various octaves should be mar"ked, Generally, all the ceIlo

j.¡rstr:uments have the same iro'be conf iElurations, 'bhe seconds and the
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Eiui1.ars

ceï1. va. 1'y

prodLice sounds that are

to become f ami I iar rvi bl-l

pl eas ing t.o the ear Students need t i.me

tlre lay-out of their instr"umeirt ^ 
.C.L ^ -^

^ 
I L e J-

a-.1,so Ìrar.e'Lhe saûre conf igurations The Lenor instruments

Sorne tenor instr"uments har.e'Lhe middle C whereas othei:

Lenor instrunen'l-s har¡e the D above middle C as the lon'est note

l,Yhe¡r this task i e cnmnì af or{ and the students are comf ortable with

thei r mLlsical selec.tions, then the actual playing begires. Thei

knowfedge is transfei:red to the steeldrums. The instruments

dui"in.q the first year are nerv and students ireed some time to

t.h j s sturdeirts clevelop pl-aJ¡ing techniques lni ti al I w. strrdents

have the tende¡r.cw to bane cln the i_nstrurments ïn part, this is

Afterdr¡e io thei.r" anxieties but also because of inex¡rer-ience

several classes arid corlstant errcouragement to play sof ter,

sl.udents develop the ability to play and rvill do so eently

better tone rtill develop as 't.ime progresses.

PLAYING TECHNISLTES AND EXERCISES

Exercises concent¡"atins on mallet

play their instrument musically.

technique assists the child to

The t eacher shou I d cont inuraI 1v

strive to achieve good tone quali ties thr"ough demanding sof 'L

. Students quickly understand thisgerr t 1 c: mal- I et t echn ique

concep.{-, howel'er .Lhey need collstant reminders when they are f aced

A
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with a dif f iocrf i phlase or rqhen their" corlceritratioir lapses.

Ä11 the pl,ayers need to become f atni f iar w j th the concept of

roll ir-rg -i.heir s.Licks. This catl only be achiet'ed through i:epea'ted

pr" íì,ctise. A good exer"cise is to play the scale iir the same key as

.the mr¡sj.caI sel-ec-Lion. Playing the scale numerous 'times a't the

begj,nning of each class using, rolling techniques as well as

Ìrittins each individual note, develops this skill. Studen-Ls are

expected to count and pro€iress from note to note using'whole

notes, half no-i;es and quarter notes. Through bhis êxercise

ìlumerous playins skills are develop. The student l.earns to count,

real izes that there are 'Lrvo sharps in -Lhe liey of D+ , ancl deve lops

listeni.ng skil 1s. This exercise is extended and chords and

arpeggics, bot-h solid and broken, are pÌayed. Through these

exercj-ses the process of playing together on the beat seems to

deve I op qui ctrcly .

The sequ.encing of skilIs and concepts is important in the

steelbernd prog:ram because the s-beelband program is for music

education and not only for the performance of musicaf selections.

After rnaking the selection for the classes, the teacher determines

and sequences the skj11s and coucepts to be taught, from the

f¡r¡lriliar-lo tÌre unfamiliar, from the easJZ-l-o the difficult. The
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seqLr-ellcil1g of skills varies from class to class as well as differs

*'ith the musi-caI sel.ections that at"e chosen.

&]lH.tr_AFtsÅLS

Äft-e1.l-he int¡rocluction of the musical. selection, the first phrase

i.s devel-oped. A1l sections receive instruction aied know what

their meloriy or rhythmic pattern is. The first attempts at

lrla5r¡i-i1g togel-trer with all secti.ons is cìisjointed. Each section j.s

given the opportunity to pray their part and then arl secti_ons

play tog'et[.rer. By isolating each section i dentif ícation of wrong

notes and rhythms is less difficult.

It is possible to give the students a sense of accornplishment

¿¡f ter the f irst session ivith the musical selection. Most cl.asses

aÌ'e able to reproduce a reasonable facsimile of the first rrhrase

or at least turo bars. The rehearsals, hereafter, are concentrated

on either r"evielting-the already lear-ned phrases or star.t.ins a ne\ï-

phrase ' At al I times, review is a critical part of the rehearsal.

By rer¡j.ewirig, strrdents der¡elop a serlse for the song and how-bhe

phrases Ìrecome sections.

T]:re teacher devel.ops a sensitivity in regards to reviewing or

f.eachii-ig neiu ma'Lerial. S'tudents will not experience f rurstration
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i f reÌ-iearsa,l- f o¡,'na't chi'rnges to suit the needs of -bhe class.

I)i.scipl-in.e proì:1ems are mi.nimal because stuclents enioy their

ins'truments and'Lhe challeirge of .¡rlaying. Hot'rever, if discipline

problems clo arise , r'evoking the playins privi lege , is seen as the

\åorst possible conseqtletlce f or most students.

Durl'ing the eai'ly sessiorrs of st.eelleand, students made lay-out

draltring of the'ir j.nstrument. These drawiugs e;o home and are used

to reh.earse. Many str-rdents sIrend a great cleal of time learnin€i

1.heir ¡rusic and the p¡rt'Lerns contained l'-herein.

PtrAD]Jç-TJ-AN

llrodr".rct j.on , j-ir thi s instance , ref ers to the pol i shing and

perfecting segrnen'r. of rehearsals. Er,rentua11y, students have

completed all the phi:ases and sections of the musicaf selection,

The selection is memorized because students have worked through

the piece and now the peirf ormance of the music tvi I1 be dif f erent .

Stuclents wil I b,ecome bo¡"ed rvith playine the same sel-ection over

and o\¡er, unless the teacher guides the stuldents in phrasing', tone

clua l i ty and cL¡tn¿nli". . The bes'b 1{ay Lo achieve a unif orrn soltnd is

s j,mply -lhrough a great deaf of repetition. Introductions ,

in'l.er'fudes and codas are incorpora-bed at this time to give-the
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inus j cal select j-on êÌ polished, completed sound.

S-t-uclents perfo¡:m accura'cely with enthusiasm and with feeling when

'che5t u-trder:stand i,"'heL the clesirecì soL¡nd qualit5' is l-o be. The

teacher c. i'r have small grourps of students I isten while the r.est of

'ulre e¡rsemble p1ays. This technique util ízes criticism. Through

1istening sturdents critiqr-ie aird anaLyze the sotlg: as w'e1I as the

performance. This tactic is enjoyable for the playing ensemble as

we-1. l- . The pla.yers are perf orming f or an audierrce ,

PENFORh{ANCE

Studeirts rsill practise and r"ehearse for indefini-Le Iengths of, time

i f the5' ltnow the¡r irave a perf ormance . The concen.Lra b ion powers

and sel.f-control. that students displa¡' in preparation for a

coric;ert are remarkable.

Students love the adulation and applause. It is very rewarding,

g.ives -bhe students a sense of accomplishme¡rt, aì-Ìcl develops a

positive self-image, for students to participate in a successful

concert.

Atl tire st-udents this ¡rast year entered the Winnipeg h{usic

!-esti.¡41 . The experience rvas very rervarding. The remarks by Dr.
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c" Yr'al l ey we:re u'e11 received. Dr. Wa1ley praised the students,

'i-aulglit.tlrem more criticism skiIls ancl explained weaknesses ín the

perf oi-mence. ,4 mos-L beiref icial e,{per j,ence f or al_1.

Tn prepara-Li on f or a concert, the steeldr"ums ireed to be moved.

l-h j s is a ma jor operat j.on. Holvever, af ter several attemp't.s tlr.is

beca¡ne smootl:r and uneventf u1. AIt the students are exrrected to

assis't i.n lif'Ling, moving, and reestablishing the ensemble set up.

Phys ica11y, this j.s taring, however, str-rdents cooperate T>ecaurse of

their pride in'themselves and their enthusíasm for performing for

ían aucji- ence .

Many str-idents contj-nua. l. ly asked and stated tìrat the best part of

't he steel L¡and }rro-gram was playing f or" a11 r¡udier-tce. (s"e Appendix

D).

çaNçlLrsJo}{s

The major focus of the steelbo-ncl program is to develop the abilit¡'

of students to understand and appreciate music. Students are

exposed to t.he structure and mechanics of musical composition.

SLudents develop abili'ties to respond'Lo music as weIl as produce

mus j.c. The study oi steelband perf ormance is at1 integral

component of the genera1 music prog:ram lrr-hich is seen as an
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esseiltial in 1.he ecli-¡ca.lioir of the child.

The content of the s'teel-band program is deri.ved from the

<lisciplines of pi'oduc'Lion, history, aesthetics and criticism. All

foui'cliscipliires p1ay a role in an effective steelband lrrogram.

The corlcept-s a¡rcl ski 11s that are emphasized f or production are a

stepping stone to assist the chil d to criticize music-making, his

ovrn as wel,1 as the rnus-ic j,n 'Lhe suirrounding ent'ironmerlt. Thr-ough

skills of ci-j,ticism, the aesthet-ic experience is more meaningful-

so that in'l-rinsic valuie resul{¿s.

The content of the prog-r"am includes music f rom a broad rang;e.

Exposu,re to classical, poÞ, fo1k, ethnic and cultural forms is be

incl.uded iir the cirild's educal"ion. \{orks of master"pieces can be

i.ncoirporated easif Jr into 'Lhe proßram, sef ectioris that th.e students

erijoy from musicafs arrd movies are included, and folk music and

cul'1-ura1 music ¡nake up the repetoire of the steelband program.

The cr-rrt"iculum i s sequential- so that. the previously l-earned skill s

and concepts are reinforced and built on. The chilcl develops 'the

basi.c skills of music production through reading, listerline; and

par"ticj.pa'lj-ns -in singing, playing and speaking musical selections.
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T1:rc+ s'r-ucler-r't-s' abj 1j.f.y and developmen'ta1 stages are l'ecognized and

uirderstood. f irdi.r'idunl dif f erences in ability and interest must

af so l-'e rêspected.

A.pp¡:opriate evaluation proceo'ulres 6Ir.e incorporated giving the

student ihe oppor'.tuni Ly to derrelop evaluation techníques of his

own. The student is capable of making value judgments and in

ius tir"yirrg 'these statements -l-hrough discussions of music-making

sounds and techniques.

StlMlrÍA.A.I

Fo¡: successf ul implementation of a steelband prog.ram, planning is

essen'[iaÌ. Si.irce steelband is a production oriented prog-r"am,

music shor¡1d l¡e selected we1l. in advance with suitable

êI-rang'eilteuts end adap'l-ations. When students have a familiarity

ivith the selected music production becomes rewarding immediately

n,hi1e students are motir¡ated and interested.

The cli.scip1ines of aesthetics and criticj-sm are interwoven rvith

production thr:or"lgh formal and informal discussions on a continual

ba.sis. Music hj stor¡' is inter.w-oven as we11, horvever, some history

should proceed es well- as f ollow 'Lhe steelband urnit. Throueh

productio¡r music history develops greater significance.
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The skj I I s of rnusj.c-mahj-ng as a ,group ancl the understandì.ng of

m¡-¡si c cons truction devel.op 'through produc'bion. Studeirts

ulilrJers.tand a.ncl comprehencl theory, harmoiry and melodic skills rr,hen

participatins i.n m.u.sic-making.
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Cirap {-er 5 qQNlllsllNô

Jn 'l-h.is chapter, evalu.a't,ion is discussed i¡r 'tÌre contex'b of

Fqunçþtions and Pinciples of Music Education by Leonar.d & House

{1572) . Eval-ua'l-iori 'techniques uLilized ruithin 'L}re s beelba¡rcl

plrograiÌì a1'e outl.ined, and the outcomes and conclusioirs of the

prograûì are s5¡n'l-hesized uLilizing oþservation and respol.¡ses of

particj.pants of a previous steelband program. Hoffer's ( 1g6g )

¡rri-ncì.pl-es of a sLiccessful music program are ou'biined iir the

conclusi.on. These principl es underline the basic l.earning

as; sump.t r'. ons ou l- 1 inecl b5' DBAE .

E\¡ÄllJ¿rroN

Est.abl j,shing 'Lhe pr"ocess of evaluation is equally important to the

edurca'tio¡ial system ¡ls is '1-he establishment of the philosophy,

the s'uatenrent of tlie ob ject j-ves, and the installation of the

cLirri.cul.um. The er.aluatioil pr"ocess de'bermines how successful the

i.ns1-r"uction, interaction and experiences are that were outlined ir'¡

the cut:riculurn. The evaluati.on pÌ'ocess supports the l¡asic

philosophy of the school., as well as meets the ob ject j,r'es as

out.l. ined f o¡r the rf if lieren.L programs of s1.ud5'. For the s-l-eelband

p:i-ogr¡rm, the progress and achiewement of musical knowl-edge through
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mus j.c pt"oduciion, criticisrn, aesthetics, and histor. J¡ rrrere

eva,J,ua'ted.

Evaluat j.on within a music proe;ram }-las nLrmerous uses. For Leonar-d

& llouse (l SzZ ) these inclr-rde pr-ipi 1 progress , guidance in pursuing

mus j.cal opportuuities, motivation, the improvement of instr.uction.

and 1.he mainl.ena¡rce of stanclards (p. 392). The music educator-

u.ses ev'al-uati-on to d-etermine to rvhat extent musical lear.ning has

t.a.ken place. lthen er.al,ua-Lion takes pl.ace the teacher receives

feeclback about the teaching techniques that Ìrave been employed and

the musj,cal- experie¡rces that have been provided in the music

program as wel l as ii-lf ormat j,on regarding student growth

i'eactions, interest, and a-Lti-l.ude.

Evalr-rat ion provicles the teacher with inf ormatioir regarding

i.n'terest.sr capacitíes ancl pupil accomplishments. With this

information the teacher can determine whether a musical career

should be pursued in or out of school. Evaluation provides the

edr-rca-tor rci th data so sui tabl e guidance f or the s tudent wi 1l

resul.t.

Acco¡:din€l to l-eonar:d & House (1972) : "constant evaluation loy the

pr-rpiI himsel-f and by lhe teacher is essential" (p. 392). When the
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objec'tives ou'ul.ir:Lecl within the nrusic plogl'am ale the same

ob ject j,ves that ai:e evalua-ted, the student tends to experience

g;r:ea;1.er motiva't.ion. "In order to secure high levefs of mo'1-iva'tion

'the te¿lcher mLrst ascertair:r that there is co1'rsisiencv betlveen

objec'1-ir.es and evalua't.ion and that a1l objec'bives are included in

the evaluation procedures usecl" (Leonard & House, 1972 , p. 393 ) .

Leonar<i & House (1972) state: " evaluation provides the principle

means fc¡r the teachei:1.o determi-ne the worth of the musi-ca1

experiences he orga.nizes for his pupils aird the..'aliditv of his

teachi,ng methods " (p . 3 93 ) , The steel-bancl program shoulcl l-rave

i.ntrinsic rralue as welL as development of colaceptual learning.

A1I too often the eclucator assumes that stuclents know and

unclers tand rvhat they have been Lo1d, howerrer, a student needs to

be able to dj-scuss, support statements and demonstrate thj.s

knowl.edge through produc'Lion.

Evaluation of a program must be two-fold. The program with the

objec Lives and the experiences are one face t of evaluation,

rr,"]rereas tJre other facet of erraluatioir is the question of what

impac'L the program has on the s'Ludents . Cronbach ( 1964 ) s'tates :

"n'hen evaluation:',s carried out in the service of course

i-mprovemen i. , the chief aim is to ascertain what ef f ects the course
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]r¡:s. . " (.*. 235 ) . Ä prograrn mu¡s L not onl¡r be accessed on the merit

cf i,t=^ effec'{-ir,'eness but must mea.sure a1l. the di,mensions of

-ins'lrL"rc bion. f ns'truc tional ou1-comes are those that are totaII5.

unpJ.arrned aircl rtrì¿ìn'L icipa.ted .

E v AluAT_I!_lL_ f Eç lr$_LAUE_s

The eval-uation of arly pr"ogram should employ analyticaf devices,

askirlg q(.ies'l.ions at'out the content quality of -uhe program.

Er.aluat j.on of a program must be teacher d j rected as well as have

sl.uden'1.- input. The ski11s, aÍ>preciat jon and understandiirg as well

.ls the judgments of the studeirts must l¡e considered. Evaluat j-on

rnusL i¡rclu.de .the quality of jnvolvement, the level of mo'tiva-Li.on

and the det'elopment of behaviors and attitudes tov¡ards music.

The r.ari<¡us kincls of learning't-hat. were impliect by the objectives

neecÌ coÍìsiderat ion . Evaluation must be consistent with the

ob jec'Lirres presented. Evalua'tion must consider musicaf

al'>precial.ion, musical. knowledge, mr'lsical understanding, Iistening

skills, perf ormance skills, at ti'l"udes and ini bia'Live.

Evalua.t.ion of concelrtual learning is {-he easiest form of

eval-r-iation. The ecìucator can ietermine the leve1 of achievemen.t

thlough obser...ation, qucstion and answel" techniques a.ncl f ormal
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penci I artc'l p:{pet' ies'Ls,

Fot: 1.he s'l:eelb¡:ncl pro.ÊiI'a-m 1.hese techni-ques \üere al i empl-o¡¡ed,

however, obser.va'Lj-oirs were .l-he prime means of evalua'tion. Throueh

flocuryen{-atio¡r of daily practise, exerc j-ses and re}rearsals the

s'cuder'ì t. cleinonstratecl the acquired knowlede,e.

Ä¡ unciers-banclin€î of chord structure vlas derteloped through a

clisc;ussion of chord chang'es and chord structure. Af 'Ler a

discussion and ì:erf ormaÌ1ce of this skil1, errors an.d carelessness

!verîe g¡eatly el j-minated. The s'Lr-rdents understood tha t the F chor"d

did not use the C# l¡ut rather the C natural- '

Sirni. 1ar 'cechni.qr-ies wet-e employed in developing rhythrnic pattei'ns

ancl the acquisti on of note and rest values. Studeirts recei.ved

instri-tction aird then proceeded to perf orm. This ¡:einf orced

<;oncept learning thirough product j,on.

The evaluation process is relatively easy although somewhat

tedious. Accurate record keeping demands discipline and

cli.e-âni za't.ion from'Lhe teacher,

Log lcook aird claybook en'tries assisted in the eval-uation process.
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Through tl-rese enti: j,es it wírs possi ble to determine the progress

nia.de blt Lhe indiviciual sturden't as r.¡eIl as 'r-lte class as a r,r'ho1e.

Studen'cs, e:{periencing dif f icu1.t5r or f rustrat j-on, \\'ere documented.

L,lc¡r'e 'Li-me ancl instruc't.ion lrras then allocated 'Lo resolve .these

dif f cul Lies.

The documentaii-oir of class rrerformance also \1/as a valuabl-e tool in

arrairgiieg. \¡Jhen a Ìtrar1.j.cu1ar instrumen't group experienced

fi'r¡s1,r'ation wi'bh their patterir, this phrase was checked and

so¡üeti¡les rer{ri.'tien to meet the needs of Lhe musicians.

The acqui si-tion of most of these musical skil1s was dependent to Êr

larg:e ex'l-en'l- on the attitucles ancl ini t.ia'tive of tire stuclents.

Str-l<lents wi l-h good attitudes gerlerall5' l-iad gleater success j-n the

rnastery of ski 1l s .

Thr:oughou{. the s t ee lband pro€iram at t i tudes towarcls mus r c

erperienced a. posi tive chrrnge. Man5' s'tuclents, rvho had no ,i¡rter^es't.

i.n music sudderil3' had a great interest in playing the s-l,eeIdrums.

Th:i-s i.riteres't rsas no'L an immecliate reaction, aird f or some

studenl.s, it took several cl.asses, and at times, weeks 'l-o cievelop.

Generall¡', all the studen'Ls experienced the desire to perform and

ac)complish accLirately the task of music-making;.
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The s'ti:<i.en.{-s derrei,oped a ciapallilit,r' of l.ooking at'themselves and

-1-Ìre grÕLip iheSt 1\'ere rvork.ing lli'th to assess and evaluate'the

in.ter¡rction and p<;r'f ()rrnance of skil1s. When the students

deve,Loped f.he skills 'Lo make satisf actory judg:emen'Ls about líkes,

dis li.kes ancl prof j-c j-ent perf ormarrces, then 'che evaluation

procedr-¡r'e became of intrinsic value. When evalL¡a {-ion ol!'rrership

lveni; to t]-ie students, they had the resporlsibilitv to be

sLrccessfr.¡-1..

The Ci ty of Etobicoke (19S7 ) in Meki.ne Th-e--Gr-ade- state 1.hat: "a

nios L important - result' of inlrsic education is tha L sturclen'ts, ot1

1.hejr own, g,row ir-l their abilitv to perform, listen, and <;reate.

Ther-efore, selll-e\raluation is critical" (p. 20). Tire teacher's

responsib j l itv j-s to init j,a11y provide assistairce to the students

-lo nia-ke erral,uations so that they can progr-ess to independen't,

self -evaluati.on.

The disci.pl.i-nes of ci:iticism and aesthetics played ¿ln important

role in self-eval,i-ia't-ion. After studeilbs Ïiad a b¡¡se of rnLtsic

knorn, lec.lge a-ncl were erposed to criticism and aesthetics pliitciples,

Lh<+5. rvere capabl e of m¿rhillg musical judgmen'Ls that could be

substnncia'1-ed. The stu-dents e1¡aluated their owrl perf ormattces,
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Lha'{. c¡f ot.irers and any mursic; that theSr \{Íere exposed to

I L \rre-s ï'ewalrdi¡rg to hear students eïpress t-heir opinj.ons ol1 'the

rnrrsic th.e¡r heard. In olle iirs't.at1ce, students viewed a f j 1m ot1 the

s{.eelclr:ums with ã grou.p of s'Luden'Ls their olrn ag'e performitrg.

TheSr expressed their obser"vatioirs aocur"atel5z and made good

irrdo.manf qf a f enl eltts.jsvÞ,¡(v,¡u

In r.ier,ving a vj.deo of a t¡-pi.cal Trinida-dio-ir steelband, studeirts

expresse{ 1.he {esire .to achieve eqr-ral prof íciency and ski11s.

S1.rrden.'ls recog'i:rízed the accomplishment,s of these sl.eelbandsmen.

One s't.r-iclen't. wrote at a Iater date, "f like l-o'chink that sorne ciay

1re could play as g-ood as the Trinidad people. They play very

goocl. " (A¡:pencìix C - No . 14, h4r. Bere 1S90-91) .

Evaf r-lation of a" program must consist of f eedback f rom parents,

fellciw*teachers and adnrinistrators as lvell as the studen'Ls. At

the cotlclusi.on of 'Lhe steelbanri program s'Ludents were asked to

suì:mit a wri'l-1.en evalua-Li.on outli.niirg Lheir thoughts on Þ1a5'i,¡r*

an.cl -rheir: invol.vement in a steel,band prog'ram. Str-rdents were asked

ithethe¡' t.hey n'or,ild I j ke to continue tÌreir involvement in a

s"errlloand piloglam, wlte'l.her they had developed music skj,11s,

pe.rsonal skiIls and generaf statemerrts reg;arding; their attitudes
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and behavi- or" torv¡¿rds mus i c The feedlcack from the students

appears in the

co¡nmen-i. s appear

studenl-s.

accìr.ii si'l-ion

.Appendi.x D. Very f ew nega'bive and inappropriate

horrever', rvhen these statements were expressed i.t

ï,iûs usual l5r f rom studen'Ls wlio f e1'L i t \rras - cool' to be rregative

SUTCQMIiS OF THE STEEr-ElrNp PROGRAM

Tire most important ou'Lcome of any music program is the acquistion

of intri.nsic wor"th ancl val.ue. For the student of the steelband

self -worth, accomplishment atld1-heir experiences crea'ted great

l-asting val ue.

S-l-r.rdents nee<f to experience music so that ther¡ wanted to maintain

coutac.l- wibh muslc as a corìsunter or a If,r'oducer after the

compl-et j.on of their musi-c education. IJisey ( I9Bg) states that a

successllul mr¡sic progra.m "is devotecl to creating a lrody of hungry

collsunìers who find music a rlecessarv humanistic lrart of their'

1 ; .,,- - Performin.g groups are recog;¡rized as a medium of musical

experj.ence an<l as a sÕurce of acquiring many valuable socj.al

eïperiences" (p. 4).

The si.eelband program \vas more than a music-making experience for

The program !vês also a v'ehicle in Lhe developrnent and

of music knowledge and skiIls.
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e.\p()sr.ir:e t<; rnusjc hi.stor¡'the str-rdent cleveloped the discj.plines of

cr.i- t.icism and ¿iesthe'Lhics. Af 'l-er urederstanding and denons trating

¡nusic skill,s ancl knolul.edge, the str-ldent.s discussed music and

clevelop into .t-ìre "Ìruri:igr¡r cor'ìsumer" of mnsic th.at Hise5' describes.

trVhen tl"re s'Ludent enjolred air.c.l understood the nr-rsi,c that was

created, 'Lhey \rer-e more np't, t.o enjo5' ancl understancl o-Lher mLìsic as

rvel. 1. The str-rclents developed an int.ei-est in other f orms of music

and began {-o f or¡i I j,}çes and dislikes, One grade 5 s'tuden'L stal.es:

"I'd reaily like to have 'l-he steeldrums back because theS' made me

rincìers band some of my music. " (Appenclix C - # 11, Mrs. llayes -

1e90-91).

Studeir.ts also expressed l.houghts about sound quality and

prodr-rcl-j.on. These commeirts ii-ldica'bed tha't. sturdents had the

abi.l it5' to utiliee the d j.scipl.ines of aestl:eti.cs an<i criticism. "I

wa,ill the s'tee j drulrns back because they have a nice sound and 'bhey

¿ìre interesting ancl f un to use. " (-a,ppendix C - # l-0, lvir". Eerg

19StO-91) .

The mus j.c educator" i.s cor.rstantl¡' chal Ienged to create a pro€;ram

tha" lvil.l motivate the s'budents to enjoy the music they are

creatì-ng. One str-ident states: " I like the steel.drums lcecause they

keep me in mus ic." (Appendix - # 10 - Mr. Diel.schniecler"
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1!:l 90-91) . T1'rese 't5rpes o fr reslronses rq-er,e indicated b,y ai-r

o-¡erv¡lteJ,ming ma.j or.il.5r of students. Str-rdents indicatecl that tìre5'

g'rea l-1¡¡ en joyecì play j,ng 'Lhe s l-ee l dru¡rs arrd tha't tleey truly I iked

the steeldrums. One grade 6 stuclent wr-ites: " I f ove the

steeldrums. TÌ-re s'teef drums are the greatest thiieg I ever ¡rlayed.

The s^teeldrr-rms make me happy." (Appendix C - # LZ , Ms. Rod

1990-91) .

Steell¡and contri.Ìru1-es to the mul-ti-ethnic music education of

s.turclen'Ls. The developnent of nrulti-cuIturaI pr.ograrns was aird j.s

oll grea'c imporl.ance in the eclucat iona1. s¡zsf srn, Mus ic teacher.s are

develop,i.n.g pì'ograms f or- their s turdents that will j.ncorpora'Le an

¡rrl.istic ar,rareness I under"standJ.ng and a tol-erance f or the

differe¡1 L musi.cs of 'the wor"ld. One'teacher aíd wr.ote: 'I 1ik-e the

steelclrt.¡lns trecause it gave the students a Ìittle bit of anotÌrer

cu1tLrre "

A pLogram i¡r steel band cl isplays tl-re musical ideas and feelings of

the C¿;r'.ibbean peo}rle. The steel clrums are no'L orely designed to

F1a5. the ca1-¡.psos and reggêe music but also Iend themselves to

nru.sic of any f orm. A¡r e1f ective s't.eelbarrd proeiram can coirtribu,l.e

tt> the ì.earning of music f rom various cul,tures. Although the

s Leeld¡ r-rm is Caribbean, the music does r1o.t. heve l,o be Caribbean as
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e,'{eilìplif j <+cì bsr tlie scuii'icl 'ur-ac-[t of "The Lit t] e h{eriilaid'

Thr: rini.t5r, par'¿jcipal-ioir and togetherness experj.enced eis a member

of i-ìre steelband is a primary pi'ir-rci.ole of steel band p1a,ying. The

<ierrelopment of 'bhe Trinidaclian steelbands was a r-esul.t of the

desi,re t-o have ¿ìn j.den'city :in the midst of a social unrest. The

participation. in a steelband in Tr"inj-dad indicaies that one

bel.ongs to a certain accepted gloup. This group may or may irot be

social Ìy accepted but members accept orre another rvithiir the band .

Coll*^cl"ive ef f ort.s, dedicaLion and invol.vement are required try a1l

'l-he pl,ayers. This type of acti-vity lvj.thin the school s devel-ops .a

boncl Ì:et-rveen 1.he participan'ts and crea{-es a cohesiveness wi'lhirt

'¿he school- membersh j.p.

The posiijr¡e atmosphere torvards the steelband program does not

stay in'Lhe mulsic room but infiltra'bes'bhe general classroom as

rt'e1l Students come to school excited ivith a desire to learn and

e-tlce1. The ethos of t.he entire school chanees as a result of the

incl.nsion of â steelband program. The incfusion of the steelband

prograin grea'Lly benefits-Lhe schoof so that stuc{ents experience

sLtrccess, mol.iva'l-ion and attitude improvement.

The strrdents invol,ved in-the steel band prog;rem experience
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íìes'lhe tic encroul'r't.ers. One of the pLrilposes of a cL¡rriculun in -the

alts j.s to lrrovicJe 1.he strrdeie't r,vith opportunities to e.-<per.j.ence

'che arf-s aes'i.Ìre-Licall¡'. In orcler to fuIfill this goal the 't-eacher

musl- sel.ect ar1. rvorks that can E;enerate an aesl-heti.c respclrtse

lsi'l-hin lheir sLudents as the perceiver.s. O'Conner (1981) and

Snider ( 1986 ) bo'¿ìr con,cur that the steel drums are very appeâling

iirs'1-r'urneirLs for youl-rg peopl.e. "The steel drums have sound

qilaJ,i. 1-ies and playj.ng practises that are so unj.que and ercitr'.ng

tha.L people s'ra.vitate 'l-o Lhe ins'Lrcrment " (p. 60, p. 4L) . The

educat i ona-l- mus i c pi:ograms can ut i 1j- ze thi s phenomenon to improve

the aesthetic sensitivity of str-idents. À grade 6 studeirt states:

"I I ike l-he steelclrums becatrse it will express m_r¡ f eeling's abourt

rnirsic." (Ap¡:endix C - #'12 - Ms. Langhans - 1990-91).

The student experiences in steelband music making rvas as

aesl.hetioa.lly i'ervarding a,s music-making on an}. instrument.

Students of the steelband, however, experience music making sooner

because of Lhe na'tu¡:e of steel,drum playing and the immedia'Le

hancls-on activi,ty of music-rnaking. The r:eward of making mnsi.c,

quj-ckl-y, assis'Led 'l-he students to have feelings of accomplishnrent

and conf i-derece. When the s'f-udents f elt sr.¡ccessf,ul the music

nraking process Ïracl intrinsic val.ue a¡rd tìre student began'to

<iemonstrate feeli,ngs for: musj,c. "I l'¡oul"d like it if the

10n
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ba,:lt because they were easy to Lrse, they helpecl my

hey n'ere f r-rn to Þl.aJ. because they didn't take murch

I wouIcl love it if I coulrj have them back and rnav-be

oi,vn. " (Appenciix C - #5, Ms. Lai-ighans -1990-91

h{akj.ng music on the steel. drums j.s natural.

s {-eel.drr"rrns come

self-i¡na-*-e arrd '{

r,r,o i:k t. o p 1a.y

even ge't- mJ¡

stt-rclen.ls p1a5t carl be a's easy as two notes of,

The music that

FL.- ^-i'.'^1 ^-.t.Lne 5;lilllr.r.es L tluI'Set"y

s<>l'tg or as d j f f icurlt as compositions by Bach or Beethoven. Since

l?ie e.!-emeirtat:5r ¡¡¡rt1" teacher is cons'LantI5' striving to find tlew

\r. ys 1.o make music sj-mp1-e so-that students can participate

successf u. ll-y,

sl.eelcirums.

Lhe steel drums seem to be one answer "I lihe -the

They are eas5z and you don' t have to l- earn A, B , C , D

¿rtld stuff Iike tha'u becaurse s'beefdrums have 1e-b'ters to show rroL¡

whicJr one to hit. " (Appenrìix C - # 2 Mr. Berg - 199û-91 ) 'rt- -I rte

teacher ar'l"ang;es the mLrsic to a- suitable de.qree of diffi.cr-rlt¡.'

cornpatiì¡1e to -l-he stuclents' abilit:z.

lvfos.l- Tr i.n i- dacli an

ì-eve1s, but are

s'Lee.l. bandsmen perf orm a't ex l-r'emely hish n¡r¡sical

incapabl.e of reading musical irotation. Mail5.

str-rdents rvi't-h:i.n '{-he elemen'Lar5z school- have no musical background

and cên furnction at a much higher level of proficj.ency on the

s tee.l- drums t.han when reqLlíred Lo read musical nota'L.ion Musical

nc;1-ation can be utilize rch.en pl.ayins the steel drums in order to
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hel,p the ohi I tC remember h j-s lratternsl . Hon'ever, the t¡'pica115'

Tri ni cia.d:ian methocl uses rio notation. I'Tr-r'lation becomes a rîÌemory

assjsting devjce for: lhe str-rdent.

St.uidents developed their'long and shorb-ter.rn menory skills to a

greal.er ertent as a resul,t of the participation in this program.

The nìemory banks c:f the studen'Ls were expanded thr"ough'theii-

memorization of variorrs pi-eces of music. This memoriz-ation

took ;rola-ce effort.lessly'through .the reI,e'titioir of musical.

reperl.oire. Thj s ski1l. r,¡as terken with Lhe str-rdents iieto other

si;b.ject t;r'èas. Si.udenis exet"cised great. concentra'l-ion po\\rers in

tha,t ''uhey wj-shecl to master i-his instr"urnent and to do so for the

sa.ke of 'lhe groL¡p. The s'teelband p!"og:l.am assisted 'the studen'L in

-rlìa Ä^-,^l^^-^,1 t of the memory skills.r- vyrr¡ur

Acu-l-e aural perception and i¡-lner hearing skills were strengthened

through I isteninE; .Lo o1.her sections of the band. Studeirts began

to lis'ten .rnd feel the musi.c because thev !vere ac'tive

partic:'-parets. Studen'Ls f elt the beat and the chord chairges as

the5' developed their playing ski11s. l\,{usical corrcep'Ls became

clear to them without in-depth expl¿rnation.

T'he Trinicladian rnessage'.hat rnusic is for all people regar,Cless of
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cnus j.oal. knc>wl,edge gives a player üìore conf idence. ldany stuclents

j.n r;ur i:rrbJ-ì-c schoo.l-s har.e the ti:aditional viet-of musj,c as a

l.alent ra'l-herthan a. shill. tha't can be developed -Lhrough

pl"ac1-j.se. Thjs r.i.er"¿ does not give the student confidence to tr-¡.

to crea'l-e music. i!'kren the teacher assis ted the students in their

devel.oprnetrt of music skj-1ls as wel. l as created a positj.ve

attitrrcle, Lhe s'l-udents .r'eialized that music '!ví1 s f or all. The

pl.ayj,r:g of the steel drums w¿rs natural and f or al-1 str-rdents,

because al l s'tudents cor-r1d f eel successf ul in their parLici.pation.

Tlre degree of di f f :icul,ty lvas ad jus'Led by the arranger so that the

studen-bsì è,-iperic+nced su.ccess .

Tir Tri niclad, s-t.eelband is a ma jor social. izing event . Tr.otman

(l Sg: ) e-':plains th.a'l- 'Lhe steelband mo\¡ement has of -ten over-loohed

1.]re f ac.t that par"'cicipating in the playins of steel.fcand, is a,

sel-f-discipì.ì.ne't.raining ground for the Trinidadian J¡outi1 u'ho is

1¿rbelled as an "unproductive school drop-out" (p. 15). These

ba.nds of undiscipl.ined ancl utlproduictive social menber.s cên

replicate ancl master the classics'l-o-tJre sa,me degnee as their

literary European coLinter-parts.

Snj.der' (f Sg0) journal. "Percussive Notes" s11äres the vj-ews of two

steelbanCsrnen, Jeff and Andy NareIl (p. 40-43) . The Narell
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br"others disct:ss the ef.fects of a steelband prograrn on the sl.reet

gangs j-n ì,fanha{:tan. The local }.outh ceilter. deve}oped a steel Jrancl

prog:r'arn llor the -pr"ob1em hids' and th¡'c.rr-rgh this eliperieirced e

greal- cleal of sLrccess. S jmilarl¡', ¿-¡ Toronto music teacher. f onn<-l

tjL.rcjcess experiences v¡ith inner'-city s.Lurden'ts. The exposure to the

pì,a¡'i11 g of i.he s1-eef dri-ins l-ead to an i,nterest in other musics.

The grow'l-h 1.ha'b sl.ulden'l-s exper.i.ence through these appealiieg

insti'utmeirts provicles chil-dren r^¡j th social grow-lh.

üri 1-hiri 't.he school, 'the s't.eelband progt am made contribulLions to 'l-Ìre

mu.si,c educati.on of students. Stuclents devel-oped musical skills

thlrtugh a s'teelbancl pr:ogran as welf 6ìs socia. liza-Lioir skil.l s.

Conseqt.ientl.¡r, a posj.tir¡e self-concept resulted rvhen experiences

rrrere relvar<1 itrg. lTurmerous students in the grade 5 and 6 cl assrooms

conmeirl- on self -conf idence and improvernent in -Ll:eir self -image.

One student s.tates: ". .'i:hey helped my selll-image. . " (Appendix C

+"5 - h{s. Lanshans - 1990-91).

The en1. j-re phenomenon of steel di"um brii l.ding, tuning; and pl.ayingi

j.s "uni.que and f oreie;n" .Lo the North American culture. Sl.uden'ls

injtial. l.¡- saw 1.he steel drum as -garbage cans' or' ' just oil

di^usrs;' Holter.'er:, af -Ler seeitrg a video and a discussion on

slee.l-clrunr makì,ng, 'Lhe str-rdents developed a respect for tJre
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endrtit í1nce a:1d sti'ength requi r-ecl j.n orcler to develop an instr"umeyrl:

frorn all oil- dr'unr.

A¡e í1\îaretress of 1.he histor'5', dewelopmei-rt and the evol-ut j-on of the

steeldrum as well as other insl-¡.r-¡ments g:ave the studen'u a tlew

at ti tude aird apprleoi-a1.i.on f or musi-cal. instr"uimeir.ts. "One thing I

cìef irríte15t like is the s'beeldruinis. I'L mêkes me lvoitder how such

Ì:eautifrr.ì. souirds carì ìce made bJt a simple steeldrum. " (Appendix C

#9 - ft,ls. Lairghaies -1990-91) .

Tunj.ng the cii:trms requires acute aural- percepti.on and strrdenl;s

again realized th.rt each drum was individr¡aI1¡¡ hand-crafted and

not mass procJuced iir ía f actor¡'.

Tlre steef dr-ums offer music educators a new and chal. lenging medium

i.n 'ie¿lcLring' music. The ex¡rerience of playine s'Lee1 drurms was a

hi ehl ish {- f or al 1 stu-dents because of the great success and

acconplj-shment .bhe5t fel b'[-hroughor.r'l t].re process.

The steel.dru.ms gave the students the desire to 'conquer' th j.s

instrumen't.. The drums weìre larger than any instrumen't 'the5- had

pr'evj.or.-tsl5'experienced j.n the p*lc1ic school. The student wanted

1.o con'li:ol e¡ld manipr-rlate this j-nstrument. \t/ith suitalcle
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í1 r'Ì'ârng'j-r'!g 1.he s1.uden1. r,r¡as cal-lable af .feelirlg sL.rccessful after his

f ii':.; t, encleavor:. This \rr¿ìs tlre f i.rst step to musio-making that

'rrecame of -i.n l-r'r',ns*ic rraf ure 'l-o tire str-lden-t .

The str-rden'cs develope<1 a keeir interest arrd were always "ready,

lvil.l.ine encl ab1e" f or mutsic classes. Stu-cìents \sere ¡'eady to begin

their oIâsses ivithorrt clela¡r and remai-ned oÌ1 task tltroughout the

allocal-e<ì b j,me. Discipl j,ne prob'l.ems were largel,¡' eli¡nina1.ed

becarise of 1.he sir.ccess the st-ucients experiencecl as r,relI a.s theii-

clesi re 'Lo work f or 'che cIa.ss as a ',r'lr.ole.

The s1.i-rclents displ,ayed Íì i.eal enjoyment and felt a sense of

acconìplishment thab !r¡as riot an iirdirridr-iaf effort lcu't rather a

gI'ou.Ir ef f or t . Inclividual sLlccess was rro l.onger important as the

cl-ass began to Learn to play as a group. The students developed a

pa'l-ience a.nri a 'Lolerãrf ce tirat was ver.y encouraging. Students

er:couraged each other in the difficult musical sec'bions and

accept ecì accompl j- s]rment s as ¿1 g roup .

The stuidents displa5'saJ g: r'eat men-Lal skills in their ab'ilitV to

concentrate and tencl 1-o tasks. The initial attempts to Irf aJ¡ were

'!¡ery gra'tif ¡'i.p* in spite of the lack of toge Lherness. Ali

sl.rrdeilis exerci-sed great concentration powers and learning
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capabi. l-ities so t.ha't l.he-r' could play their instrumeir'1-s

proiicieirtlS'.

The student.s al.so pai.'1: icipated jn the Þ1a5rii1g of harmonies that

si.r-tdeirts in 1.he e.l-enen1--a¡'y school very rarely exlrerietrce. At1 the

mtrsi<; \lias arranged in forrr-part harmony. The studeirts cor-rfd

eas j. ly icìentif ¡r chords, chord chairges, s trong beats, lteak beats,

melody'l.ines, bass lines, etc.

The rìr-¡rneroLrs -^kj 1.1 s l.<+arned l.hrough the stee.l. drum urni'L reas

ovel'-l'rhelmi¡rg. The nlos t i"mportant skiIl. tharl ¿ì. teacher ctrrr instill

in s.l-ucients j-s '{-he enjoyment of music. This is of i,n-bi"insi.c r.a. 1ue

to't.he students nhether he or she ¡>ursues mi-isic or" wants'to be a

consumer: of ruusic. T'he srleel drum uni'L gives the student this

.l.ove f oi: mu.sic because of the active part j cipation ancl bei-ng

pirysical ly involr.ed in the making: of mus j c.

TJre fact'Lhat sl-u,deirts in the steel band sitr¡ation were acti-r'e

l-earners was an appealing f ac.[-or. Stucl ents always learn mor"e

readil,y when placecì in a situa'l"ion where they are physica] Iy

mt-rvi.ng. Or-:e sl;urdent ccmnrents "T \{as able'Lo Lrse my bocly i.nstead

of onlt¡ ursing mlr mouth" . ( Append j-x C) . The steel dr:ums appealecl

-ro studenr'-s because-l-l'iey hacl a presence entir:eIy unique un-Lo
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'l- l::.r:¡ns e l ve s The cl i'r.,riri s i4.'ele

s;tr:dent s cor-il_d rnani.pulai.e

a t t.¡'ac'ced Lo {.}:ese irìstr.umen.Ls

P1a5'i-ng the dr"r-rms 1\ras not a di

1a.r'ge and wer.e Þl.aJ¡ed with sticks tha l-

The str¡clents ! regârdless of a.ge \relie

alnd wan-t,ecl to ti:y to p1¿r_v them.

f f i cul t f eat if music tr\¡as a.r.ran.g-ed

TheS' took the ini t iat ive f or the i r or\¡n

'lo 1-he s i.ude¡r'l-s' ¿ìpprolrria'f-e l earning abi litv.

The studetits pla-J¡ing the steel clrums became actir.e learners j.n

tha b the5, pat Lici.oatecl con'Linuousì-y i-n music making. The s't.urdents

were not passi.ve learners

learn,ir-rg in orcler to help the gr.oup produrce a good soLrnd.

fn clost'-n.s^, a quote ft"om at gracìe 6 studenl; seems to

s'i.urrlel-r l- s res¡:oi-ìses This strrden't. had a ,fla-ir-1y reep;a L

slrm up the

i-ve abt:i1-u¡de

the steeL dr.i.rmtowards sch.ool

r.rn.i.1. ìre v"I'oLe: " I thourgh t l" ha t

j n generâl Afi.er tJre compÌetion of

there was no good instr-unìent in

camê aì.ong I started gettingnusic, bu.|- r'heir the steel drums

in"t.el'ested i.n musi,c.

stèel drum i,irstrurneirt

If anyone gets a chance'L.o Lrse any of the

they should take it because they woul-d have

i-he tir¡re of tlrei¡: lif e. " (Appendir c -#zo, Mr". Rykszinshi

Th i s s'{- r-r d en 1-

ärusic. The

the type of

clearly displ-ays a change in his âttitude towarcls

steelbe.nd program does this llor studeirts because of

in.st.i:ument they ate
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¿:ìrld- a. r e

nì o 1¡ i, i-Ì g;

The proe;r'an

aesthet i-cs

1rh1.sical. l.¡¡ in.¡olrrecl , not merely si tti,ns or sqr-iatt

in clef i ni te pa'tterns and cree¿'ting soutrds 'lhat are

j-ng, but

pleasing

'ùo lher'-r' ear-r's

COI{CLUS i O}iIS

The stee.l.]rand, progr'ãn was per:formance,/procluction musj.c progran.

incorpora.ted tÌ're disciplines of history, critj.cism and

into the lessons

Stee I-ba¡rC mu¿s i. c-makii-is \,-as I earn rrlg expet" r eilce that cul-minat ed

a cerLai¡r degreeEach iiedividual stu¡dent at tained

of pi.'of icì ency lcr"ior 1-o

and lrractise tLre s Lr-ident

orre gì.ves the beyrefl'-t

261) .

public perf ormance. Thi"ough r-ehearsals

derreloped ski11s, musical knowledele,

interpreta''¿:'-on atrcl under:stare<ìing. Accor<Jing to Bessom et al

(I974) "the.¡al.Lie of is most f uilly real.iz,ed ¡,i.heira musical ski I l

of tbat sk:l l1 in performance to others" (p.

The indi.¡i-dr-ia-1.

rehei:r'saL and

of the enti.¡re

s1-i-rdent practised mulsical skills during each

accornplish.ecl tasks that contributed'to the success

r:ns emlr I e An understanclinÊi developed of the entire

¡nu.si,ca. l. selec't.icn: 'i:he musical style, qualities and elemetrts to

j,nterpret the entire musical pj-ece; terms sr-rch as tone, dynamics
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pilr'.r.eling, i:h3rl]¡1.¡¡, coun1.erpoin1., melod¡r, harmony, ancl bal,ance

T'hose skil1s le¿.d to c1 becLrnical- skill sr: that each studen'L

Hoffer (1969) states:¡:roiJ.uce<1 nrtsic in a,n expressi.¡e wíly a

OY

123 )

per"sol'r Lias learned a piece oi musi,c w1-.en he ean lis'ten 1.o it

pl"äy j t and undei:stand or corl\¡elr its aesthetic meaning" (p.

Tlie s tu¡den1-s of ihe s teelband program wer-e capable of conveyin-q

1.h.e ar+s 1-hetic me¿rni ne of the sel.ecti,ons that were r:erf ormed a'1" the

I/'ii nn i pes

s1.a'¿es:

p l. ay:i ng "

Reei,<--n¡r1 Festival Dr lVal I ey, the adjudical.or ,

real steelìrancl sound in yor.rr'

L,.

to hear the" I wê.s beginning

. (A¡rpendi:: - €îr 6 - Adju-<iicator Reports)

Þr..r r'f o nm ins s l'.eel bancl ønôrlnq ¡ln nn-l'

ês a l-ool to .be¡:.ch studen'bs abou't

exist orrì.¡' for performance but

'l"he nrt.rsic 'bha't. \ras played. The

nrusj.cal. èxlrerience is i-he focus of lf,r"eparirrg for a per"formance

The reheeii'sal is the vehi.cle f or' learning. According bo Bessom et

a] . (t97 4 ) the public perf ormance is "more a resume of r,chat h.as

been acconìpljshed in the real acti...i't-y of the rehearsal hall (p

2+1 ).

A1'choi,rgì1 perfo¡:mance was an important avenue in devel.oping musical-

sensitivi 15. ancl uinders'randing the process of obtaining these

:;l<.i..l- l. s r,\ies more important .
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I{offer (:1 969) iclent.ifies nine pri-nciples of teachins mursio 'i.hat

ui ulsl- be ¡net in a succc+ssfLrl music program. The first prin.cj.ple is

'r.hat. "sti:de¡r'Ls ileecl to experience the ctulaì-i-bíes of music" (p.

124-1 37). Tlie studen'¿s of the steelband learnecl musical concepts

in rh5r{þur, melo<ì¡', harmony, ancj form. \{hen tìrese coircepLs we}'e

tar-ight iir con junction wi th a rvj-de variety of experiences the

s l-udent buiil-t rin past experiences and f orned generaliza't.ions and

concep-{,s of mr.rsj cal. knowl,edge.

The steelband unj.t urtilízes lloffer's (1969) secon.d pr:Lnciple

ex'u€:nsive1.y. "Aura.l. exper"ience is a necessary antecedent to

v.isueil exper"i ence" (p. !24-137 ) . The s Leelband un:i-t allolted

str.:l.clen1.s 't.o e--iperience music-making in a' variety of di f f ei'ent

1.Ìeiys. Tire s'1-u.dents sang:s, played a¡rcl 1is1.ened to musi.cal

sel,ect j-ons. The s1;udents erpe¡rienced the conrlect j.on between what

wa.s lvri Lten r¡nd lvha't rvas playecì.

The third pr:inciple prrt forth by I{offer (1969) is "...

instruicti,onal ef f or''ts rû11 s t lrring out the aes thetic qualities in

musj-c. " ( p. L24-137). The educator sLrj.vecì at al. I tj-mes tcr

ins't,.il1 p1a5'i,1-,* w:i'¿h feeling. Often, af-l-er s'Ludents had leartred

to 1>erfoi:m a musica. I sel-ection the piece \ras technioalll. acot.r,rate
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irL-rt I aoked "sp j,ri.t". Sensitivit¡' to 1.hj s react j_on was cruciaf by

the educa'l-or so thaL the mtrsicj-ans played ÉìccuraLely ìcut. it'itli

ll r: e I i.r:rg .

The f ourth pi' j,¡rci.pl.e of "u¡hof e ¿rircl part learning" (Hof f er, I969,

p. i 23-137 ) is used extensir.elI. tLrr"oughot-r'L steelband iirstruc-'uion.

The str-¡dents learned ê small segment and continued to adcl aird

piece'coge.t.her until even.l-ua11y the entire musicaf selec-bion was

coriìpl eted. 1ìepea-l-ed phrases were gener"al ly taught f irst so that

1-he student felt at ser'lse of accomplishmen'l and began'Lo sìense'the

enL j-re nrus:',cal sef ecti.on. Hof f er (1969 ) expl ai-ns this techniqure

as follov¡s: "Tire music teacher(s) with skill anc{ i.magina'Lioir mus't

hel¡: tire sturclen'Ls to see 1.he whole that they are stuclying rvhile

givi ng caref ul a t-l.entioir to the perr1.s" (p. ]_27 ) .

The f j f th ¡:r'i,ncip1e j s an important principle in all edi-rcal-ion.

This princi.ple is '{-he "scale of t.ef erence. . a seÐse of

rÐlropoi't- j.on. . as to the sel.ection of learni-ng tasks appropt-iate f or

1.he Êìe-e, lewel r¡f mt.tsical der.e-l.opment and jnnate abilitv of the

s trr<lent " (Hof f er, 1969, p. I23- 137 ) , The educator" needs to

consicìer' -the si-ze of class, 'Lhe age of studen'l-s, the pre-,.i.ous

rnr-rsÍca.L knolvledge and experiences, il'hen de Ler.mining the

aplil'c,pi' j.r¡,'r¿e learning e-riperiences of -Lhe class. The -leacher need.s
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to ¿:.t al I 'limes develop a sensi bir¡i ty of the lea¡:ner in tire

1earni.irg s i l.uat j. o¡r .

The sixth pi:ì.ircip1-e rei.-Lei"ated by Ilof f er" ( 1969 ) is that "a mi;s j.c

i:eacher needs'l-o e.¿a.l,ua'Le't-he degrees of difficr"r11.y in p:ieces of

rnL-rsj,c and i-n '{:he learniieg tasks prese¡rted to studeirts" p. '1.23-

137). As j.n r;!ie previor-rs princj.ple, 'l-he resporrsibility of the

teacher \{as to d<:velop ê sensit:'vit¡. and unders.l:airdiirg of i.he

s tudents ca.perbili'ties ancl what the previous knowled€le and

experir:nces were. The l.eacher needecl to know lvhen to repeat

cel l-ain sc+gnrenl-s oll a mLrsical selec't.i.on ancl when 'Lo challenge 'Lhe

studenl. lvi'l-h nerc knowledge and skj 1I. The matei:ial- sel.ectecl f or'

l-eai:ning presented a challeirge as well as feelings of

accompl. i-shment . Thj-s pr j nci"ple was of extreme importance iir 1;he

Çons j.der"a'Licln oll inus j.c selec't.i.on and a¡"rang:in-e; f or the s't,eeldrums.

' /. ^^^ \fJotter's (I969) sevenl.h principle again reinforces tea"cher

sênsi t. ivi l,y. I{e s'La'{-es : "cli siri-bu'led ef f ont . . . it is f ar- mor"e

ef f i ci.en1. to .l-earn a ski 1l in numerous short sessions than it i.s

l-o l-earn the sâme thine- j,n a f ew f ong: sessions" (p . I23-137 ) .

Teacher: sènsitjvity must incl-ucle an understancJing and awareness of

,,r,1Ìen s'buden'bs \^iere too f ¡:ustr"a-Led to conceirtrate, or 11¡ere no

J-onger j.nl.erested in the learning; sitr-ration. It rvas better to use
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Hof f er's (196S ) eistrth princi,ple: "a pet'son can concerrtrate oi't

on1,5' one point at a 'Lime" (p. 123-137) The makiirg of music

involr.ed maily concepts and skills The musicj.an was requj.r.ed to

be coïrscious of 'tone , ,phrasi.ng, rhy t-hm, bc¿a'L , and sec'bions of

paece The edu-cai.or could only emphas i ze one concept at a time

the other-' comLronen'f ç

1--rt:<l shor' l- ses :^ i.cirs

i-n 1.tr<) segsio¡rs anrl

effor:'t. oil

piece 1r¡Ê.s

than one f orrg one Students conprehended more

f e-l- i less f ru.s'l-¡'a'ced e;nd ti,red

perf ect j.ng or-re part, 'Lhen the next, until the enl.ire

Ii'/hile mai.ri'{.a.ìning a coßlpe'lent .l eveÌ on -l I
GA L

Inl-he -leacl:e:r int roduced a new coircept musi.c, mâny parts \qere

learn.ed s-i.nlr-rILar-.eoL.ls15., ye'i- there needed to be a concentrated

masl.ered This me'l-hocl tr¿as readi1y employed -Lhroughout

{.he steeldrum uni- 1. Students were alwa:rs intr.oduced to ne\4J

coi'ìcep'l-s af 'cer mastery of Lhe o1d had 'Laken p1ace. S tuderrts were

i-rl-lva.ys encour-aged to understand ancl be co:r1scj-ous of all musical

:-;ki l1s, hov.'er¡e¡, perfecti.ng had t.o occu-r orle sect:ion a.b a 'Lime

The ninl,h pr-inciple offered by IJoffer (rs0s) "i= mearlin€çfu1

'l-each j.ng. wl-iate\¡er" is'Lar¡€;h.L muist l-¡e rela'f.ed l-o the s-Ludent in

¿ì rneaningf u.l- way" (p.123-137 ) There $ras 1i tt I e or' l'to value i.n

êxpec [. ing íì siuic'len'l-

sênse to1,he student

i.o unders i:and sotne-th:i n,e luhen it

Th.e educator should proceed

di d no.t make

fr-om the k.norvr,
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.t.o Lire Lrnknor'sn, fllon i.he i'r:rnili.¿lr,'to the unf¿rmi,.ì,iar, frorn'l-he

s:imp.!.r: 't.o 1. I-ie coinple-.i. Thjs s'trateg¡r riras ¡nost effec'tir.'e. This

5:l'ì.rtc:ip1e l.jecJ j,n oloseì..y tcith the pre\¡iously orrtfined pri.ncipl.es.

A.i I the pr':irrcip-l,es oL,-tlined bJ' I-lo:f f er (1S69) were eslabl jshed in

l;he steelband progÌ:irm. The steelband program began as a. goal

orien l"a.ted pro-gram lri'th a variet¡r of learning experiences that

resrtl ted in s'tr-iden-Ls havin€i aesthetic experiences wi.th j-ntrinsic

v¿r. 1ue.

The pri.ncipJ,es otrtl,i.ned lc¡. 1-Joffe¡: (1969) unclerline 1-he Learning

as:;unptions made trv DBAE (1985 ) . ChiI dren I earned as tÌre¡' were

devel opmenta-l l.y ready. Tl're role of l-]re teacher was to recogni.ze

'l.he ¡ippropri.a l e -Leve1 an<i to gr-rì.cie t-h.e learning process with

aci. j-v j- tL',es and exl:ey'iences that were age âppropriate. The

leai'ni-ng process pi.oceeded from l-he known't-o'Lhe u.nknowl? withourt

developi-ng a sense of frustr"ation, but at a1Ì times extended the

exis Li rrg ktrowl,edge .

Teachei: se11s Livì-t¡- nias the key ingredie¡t to the success of

1.his proglrírÍn. \\rhen '{-he educa'Lor lisLenecì and sensed what

'reo-c'¿j.c;trs the str-rdent e)rperienced, the Irrogram \r¡as alwa¡ts ada.pted

.i:o ,llit 1he needs cf 1-he sl.uclent. VIhen the learning e.-iperience
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lras ¿rci jus'ted '¿o rneet the 11 eeds of the studen'1-s, mo'Liva t.ing and

ina j.ir.iainj,ng' a seÏise of cl j scipl. j¡re wl'-thin the coirf ines of the

pi'og'r."a.rn wals al,e;o mör'e sìLiccessf u1.

i t :i s inpei''at ive 1.hat oi-lr soc iet¡z lce erloosed to the rral:ior-ls f orms

of rnus j c rnaì,i.ing of our rrar j.olrs e1:hnic groups. Ca.riada is a

cosmopoJ,i'ta¡r society coÌ'rsi.sting of var j.ous e thnic gl"oups and

c;ur1'l-rrrês. The .i.ntiroduction of s'teel bancl in'co school systems

broaderreil 1.Ìre scope of musi-cal- Ltnorvledge as well as enhanceci

apprec-:i.¡rL j,on of ihis t.rniqne and f ascinating culture.

School tlusic pr"og,rams nust Ì:e vei:satile in order to reach more

students rvith 'the mu-sica1 Ì:henomenon. The introciuction of steel

i¡ai:cl adcled ¿rnother- medium f or music-maki.ng. Sti-¡clen'l;s displayed .

keetr :ii-¡i;eres.1- ¿¡.¡rcl enl.hurs,lasrn iir 1-heir part,Lcipation ir-r steel band.

The s.t.udents involved in't,]re s'Leel bancl program experj-enced musj.c

in ô- difilerent sense'than that, offered by some of the mot'e

t-r'acl j. 1. j oiral methods. Through the steelband prÕgram the

achievement and gratificati,on r{as more immediate because theory

aircl the ]:asic understan.ding of musical notatj,orr u'ere l.earnecl

Lhi"oirgh 'l-lre invol\jemelt't i¡r this plogram.
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The c. l;'-rdec l-s .i n the s Leel banci Irrogram were in â "hands-oir"

posi'i-ion ir¡rmediatel.y. The student accompljshed while his,/her

j n l-eres'bs !!'ere sii.l. 1 at ô- peak, wi lhor-rL the necessit¡z .Lo Ìearn

utt-ls.i.ca.l. concepts pirr',or to playilrg.

S.trrdenis.llelt refreslrecl and i¡rvi.g'orated af'ler a nt-isi.c class

1:ec¿ruse o:Íl their sense of accompli-shment. St.udents wer"e

.Lheref cre, preparecì f or. o l;her- ãcadem j.c si.¡b jects because they

f r:11. i"elax<:d. The s1.eeI Ì¡and exper" j.ence gave the stuclents an

.i nterest and s'tintulation 1.hat was fe11. in other subiec'b a.reãs.

Edr-icaf:oi's urt-ISt assLrme 1-he cha.,l-lenge to develop ne!v and j.n¡rovatj-ve

p1-ogranìs f ot: s'Ludeirts that wi ll prornote j,nteres-L and learning

Lrxpe,':iences f or them. !VJ:ren a student is gì.r.en the oppor"tuni- ty to

l-i:-y tlniqr.ie ai:,i ii'i1-eres-Lirig proeirams ai1 i.ilLer"est arrd mo"l-.iva'Lion is

tri.ggei:'ed Lha.t içj l.l matrre 'the teachers role .r grea'l- deal easier.

The teacher, u.sing 1-he s'i.eeldr-ums rvil1 fincl thab orgairization aird

pì.anni-ng take rnorê et'ierEÌy than the usual- disciplinins and

no t i '¡ating of stud-ents . A teacher ltrho spends mos L of class-time

1.i:1'lp* to motir¡ate'l-he stuclents in 1.he direction tl-re,t the teacher.

lvern.ts i:o l-ake, should loak ai'tbe prograrn that has been selected

t.o seer n'h).t students ai"e tlot interestecl j-n doing what is e-xpeci.ed

of th.:n.
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The nri ter f eel.s tl-iat a need erxists t,: assess musical. attitude

change. T t is expec'l-ed tha't students who partici,oate ir-r the

steelband pro€lram exper-ience a positive change, Ìrorvever,

s't.atisti-cs are nc¡t avai. latt.l.e. A s'tatisrcal stud5r erral.uating the

enjoyment of str-¡dents inrrolr.e<i ivithin this program would provide

i.rrforma'[-'i.oir ebor¡t aLtil.ude changes 't,hat ruer-e e]iperienced. Thr.ough

observ¡rti.on of s'tr-iden't beharri.or, enthusi-asm atrd tr>ositive attiude

chanp-: <>s t-he wri te¡' f eels that a s l.art. l',stica.l. s'Lurd¡.- wc-ru1d ver if-w

'i-hi s-; concl usi ol'i .

lìesear"ch r:egardi.ng aur"ilI versus reading basecl music production

ntoul.cl also sr-rpply i.nteres.b:í.ng data. SLudents of music,

tra<jj.tionall¡t receir.e notation readin,g and rely ot't these skill,s in

the mLis j.c-maki-ng process. Stuclies ir:vestiga'ting the ef f ects of

íl.riral, i.irs l-ructi-on \¡ersLrs no'l-atecl instruction misht provi.de

'i n l-ert+si i ne' i'esuIts.

Thi:ough ut j Iizing the dj-scipline of cr j,ticism students 'l-encled to

strive f ox t-e-L'Ler sound procluictioir and music-making ski,l-1s. A

s-ittdv tlesigned 1-o invesi.igate the assumption of rt'hether active

.involvemenl in Lhe d j,scip.l--lne of criticism cloes create bet l-er
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APPENDI,-{ D _ FEED BÀCI{ FIìOM STUDEI{TS

GRADE 3/ 4 - lt{r"s. Tallman - 1989-90
1. f en joyed plaJ¡itrel ot1 the steel dr"ums, especially rvhen f e,ot to
plaJ¡ ivi l.Ìr rny f riends. I would like to retlt -bhe s'bee1 drums again.
Ât f irst, I thousht i t woul-d be easy but af ter awhil,e I f ound out
tha'l i t \\¡as hard Lrecause JroLl had to stretch a iot to play the
ce11o. My ê.rms go1. sor"e ivhen I stretched so much '

2 . I real15. l ike the steel drums. I pl aved the e;uitar ' I hope
we get 'co plaJ' again somet ime .

3. Thank-you for lettine us play the steel drums, I plaved the
ce11o.

4. r real_1y tiked playing the steel dr"ums. r would like to play
them aelain next year because it is fun to play.

5. f r:eally en joyed playing the oil drums. Thairk you f or lettins
us p1êy '1 1-rem.

6. I rea11y, really, liked the steel drums. I aÌso like the
soLrnds of the dru.ms. I r"ea11y u'an'L 'Lhe steel drums back.

7. I hope we can use .the drums again. I like the steel drurns,

B. I really like;d 't.he s teel pans, and I would reall¡. 1ike Lo pl-ay
f.he nârìq asairr.

9. I rvoul.d I ike to PIaJ¡ again ' I wouf d like to play the tenor or
bass.

10. I rvould like to play tlre drums agairl . I reaIIy liked to play
1.Ìrem.

11. I really enjoyed the steeldrums. I played the tenor and
wou.l d I ike bo learn a new instrumei-rt .

\2. I I iked pl-aying on the steel drums. I learnecl how to pf av
music on the s't.eel dr"ums . I t made playing music f un. I l iked the
teno¡:s most.

13. Thank you f or letting; us t-lse the steel- dr"ums. Can we use
tlre¡n a-qain? I en joyed .thern \¡erJZ much !

74. Thz:,nh you f or' letting us use the steel drums. I enjoyed iJ-
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\¡er5¡ mr-l ch. Can rve use the steel drums again? I played the tenor.

15. Thank yot.t f or Iet'"ing Lls Llse 'the s-teel dr"ums. I rea1ly
enjoyed them. I likect playine the tenor but it was very hard

16. f re¿r11y liked 'l-he st.ee1 drums. I rvould Iike to have them
evêrJ¡ year. The drums are easy to l.ealn. I lihe pl-aying them.

1"7 . I 1i ked -Lhe s'teel drums ancl I'd Iike +,o p1ay ae;ain next Jreal'.
Thank.s a -l ot for le1. 1-in.g us play them.

18. f rea1l¡' liked Lhe.irurns. f wish v,re coul-d have'them back. I
liked i t when lve ]>laSzsd -uhe song: "Liza" ' \{e all had a lot of f un.

19. I rea1I5' 'tlroutght tha b the steel drums wel'e f un.

20 . I I j ked the steel, drurns because I thousht they had a neat
tone. I ivou.l,cl Iike 'Lo play them again.

Gr"a.de 4/5 - Mrs. Proulx 1989-90

1 . WIra t I t iked abou t the steel drr-rms are the sounds . T'he steeL
<lr-ums were really lots of furn. I would i:ea11y like to pÌay them
again. I had lots of fun ivith them.

2 , I l ike the beautif ul- sounds that come f rom the steel drums . \'/e

aI I 1i ke the s tee f drunrs al.rd I think we al I wan'L them bach . lVe

playe{ the a sonEi "Bicyc}e Br.lil't for Two" and the concert was a.

smash hi L,

3. The steel drums taught us aÌ¡out another cultut"e. Tt taught \!as
a musi,cal ins'i-rLrrnen't can be very differen'l-. \{e have a great
te¡rr:her a¡d she taugl:it us everything: we know. I 'm \¡eIry proud of
out" teacher . I l ike har.i-ng the ki ds in the concer t cry because
the5' couldn't PIa;¡r the drums.

4. We thanh yorl for brin.ging the steeI drums. I reall5r liked
playi.irs them. I Iike I\,{s. FIildebrand. She is a g;ood-Leacher.

5. The steel dru.ms were the b'est thing we had in mus ic. Some

peopf e loolqed f orwa¡.d to music wheia we had Lhe steel drutms. I love
the steef drums and I lr"ope we cet them k,ack.
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6 . I i:ea11¡' l ikecl the clrurns . The5. were f un to play. I thought
th¡,rt'1,Ì-rey were'the bes.t instl"ument that I ever pllaJ'ed. They are
hal"d 'l-o Þ1a¡r þ¡1 '" they rvere f un. I woul.d Iove to ltave them back '

7, lge reall¡5. tikecl the s'Leel drums. Ms. Hildebr-and is our mu'.sic
.Leachei: ancl she l.aught Lrs abouit the steel drums. She taught Lts vel'y
we1l,. She's such a good mr-rsic 'Leacher. She even put on a special
concert f or r.rs af '¿er we l-ear"ned holv to play them. Pl ease Jcring
them back to Rober''tson. I rea11y I iked them.

B . I woul.cì l ike to have the steef drums at Robertson School agaiir
so we ciìn l.earn more ¿rbou L the s'ùeel pans. I would like lo l earir
mc)re songs . Everyone at Robertson SchooI I iked th.e steel pans and

T hope you witl let Lts have the s'Leel pans again.

9. \ïe ivould ljke the pans bach.l-o t?l-ay again beoause we liked'{-o

tril.aJ¡ 'l.be soïìgsi rve weÌ.e girren. I Lhiiek 'blie mos'1. in'leres'l-ing pans

were lhe 1.enors.

1-O . The steel druns ãt-(: ir lceaut i f uI .group of ins-l-ruments 1.]rat

mr:ke irice sonncls. \{hen you hit a no'Le it vibrates and bl-errds in
lgi. 1,h a.l t the other ins1.r:urnents. The drums we \¡ery nicel, It made.

Some oii 1. lie i.ns Lrurnents were shin]' and bri -qht ' I llope \{e can }rave

them nexl. yeirr.

11 . I I j ke the =-teeI drums because they sound nice. We had l.ots
of llu¡r playing -the .ins"brumen'Ls. We also learned all about them.

12. I like holv the instruments are tuned
af each oi1e.

I also like the sound

13. I realIy l iked the steel pans when they came to Ro]¡ertsotr
School . I hope J¡ou br i ng 'Lhem back next year . I didn' t think they
rvould be f uu to pla¡' þut they \irere f un. Our concei:t lvas excelleir.t.

1tt. T ¡-'ea1i¡. lihe<1 'Lhe steef dr:ums. The5' were really f un 'Lo p1ay.
1 ]rope \\re ¡;an get them back soon. \{}ren ever it was a day in school
{.}la t we had mu.s i. c c 1as s , I rr'as }rapp5' .

15. f rn,or.il,d 1i.ke to ]rave tìre steel pans back to my school so \{e

c.ln Leer.r:n Inore sollgs a.nd more aþout the s Leel di:ums ' T real ly
l.iked p.l-aying 1;he steeì, pans.

16. I Ij.ke{ playing the steel drums. I rvould like to have some

flor the school. I t was f un playing the s-Leel clrr-rms.
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17 . I v.'oulcì like the s'teel drurns back f or Ìrext 5¡ear- . I really
I iked pl-aying; the steel drurns.

18. I I il¡-ecl 1-]:e 'oass d.urn because it realIy rças eas¡r. I learned
hoit¡ io,r:1a5t it. aircl I learned how to listen l-o the other
i-ns1.r"uments,

1 9 . I n'ould 1i ke tr: Ìrave t,he steel drums l¡ack. They are a lot of
f un. I be l ¡rl1 the hi d's f eel the same waJ¡ as I do ' It wô-s a

great opportuiri ty to play them.

20. I l:ike 'Lhe steel dr.ums because they malte a irice sound a¡rd I
woul,tl L i.ke them back.

27 . T real-ly en joyed the steel cìr'ums . Ii was a lot of f un. The
steef drulms were kind of noisy.

22. I l jke the steel clrums. I would like to have them again. If
f cou'. 1d I ',tourld l ike 'l,r¡ play {,he bass. I wouldn' t k,¡roit' }row 'l-o

1ll-aJr i f i t- ha.cltr' 1; been f or lrds . Hi Idebrand.

23. I lihed the steel drums. IL was fun. I wan't .them again.

Gr"ade 5/6 - M¡:. Rykszi.nski 1989-90
1. I 'uh-ink .the steel drums lrere a rvonderful idea. I'm sLtre tha'L
if I'd had the chance to play the drums longer', f woul-d have
-'l..eal'ned to pla5r al1 the i-nstr"uments. One da5t I woul 1d like to owlr

some of 1-he steel drums. The steel- drums are hard but they are o-

1ot of f un. I 'd like 'to teach the s'Lee1 drums when I get older .

I woulcl def j nitel-y recommend steel drums to anyone who wants to
have f un rvith music,

2. The s.1:eeI cl rums were a 1ot of f un especial ly since I got to
plaS' some of 'the di f f e¡ent hinds of drums . I played lhe tenor .

The 1-enor pl.ays tl-ie melody l ine ancl I know that I would other
stulclents wor-i1d en joy FÌa5ri.¡* the dr"ums ' If anJ¡one ever said that
the s{.eel drums aren't fuir to plaJ¡ they are definitel.y wrone;. I
ivish t.ha-L J cor-rlcl liave a.notl-ìer opportunit5. to enjoy pla¡ri¡*'those
rvoirderful j,nsti:u¡nen-l.s agai.n.

3. ii4r.rsic classes âi:e good. In January we started to play the
s-Lee,[ drums and that was really a 1o't of f un. The d¡'ums have a

rr:a1l.y nice sound.
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4. The steel drums \{ere great and they Hrere en.i oyalcle f or me ' I
l il^ecl the steel. drr-ims f or a number of reasolls , including the sound

of ,¿hem, ar:rcl 1.Ìre nice pil-ch. I lihed FlaSrin* the tenor because I
go1_ to play the me1_od¡r of the rnusic and I f e]i happy al¡out this.
liha1. I Iihecl -the mos't t\rete the con.certs wheir we coul-d show o'Lher
peoI>le hov.' 1.o Pì-a¡- a steel drum'

I t was p¡.e t'íy goocl becaurse I got to play a nelc ins t rument

6. I I ikecl pla¡ri¡1* the steel drurns. I like the teacher and it
was f u¡ learnii-ig 'LÌre sot-tgs. Other str-rdents should be able to *urV

l-he drr7rns aircl I woulcl like to have the drums baclt agâin next year

7 . S t-eel drurn playing was good. I 1i ked i t rshen 'the other
schoc¡l-s came because we got to teach the stuclents how to play ' Ï
1-hj-iek other kids shou.i cl ge'b the chance to ti'y it ai-r.d I ',t'ouId like
to play again.

B. I I ear"irecl how to play the steel drr¡ms. At f irst T tl'lought it
!\¡as dif f icul'L becâuse f didn' t knorv which note to hit , but Ms '

Hi. tctebrand showed me. At f irst we were too excited so we started
-t-ohít'evel..ysingletrote,butthenî'erealízedthattlresteeldrums
\{ere ins't.ruments not to be banged around but to }:e played ' The

steel clrums ¿rre fuu, easJZ'Lo }rlaS' and l-earn abou'L' If I lvere you

I woulcl lvant to 'l-rY 'c]:rese.

9. The steel. drr;ms were reallY
and -bhe5' a1'e very i-n'beresting.
fun except for the las1. ¡rarl-. of
part was p¡'e t Ly hai'd Lo leartr,

12. It was O. K.
harder ins t-r'umen'L

f un. I Iearned holv to Pf a)' them

The songs we Iearned wel'e real lY
"Let's Go Flv a I{ite" , The tenor

but I thought'they lvere furn anyway

10, I I i ked the noise the clrums made

it lras fuir to p:l.ay.
I t iked the cli:ums because

11. I liked the steel. drums because I Iearnecl that r¡orking' with
them was hard work and took a lot of concentration. I liked the
steel {rums þecause I got to work with my }ran.ds j'restead of my

nìou'Lh.

My cello was easy. I wouldn't mind having a

I t-hink o-Lher s-tudents should give it a -br¡' 
'

l-3. I l ike j t. It was f un. I would like to do it asain if I
could. I learued a Lot f rom playing Lhe steel drurns. I 'Lhiirk it
1\ras a, eireat leai:rrin.ei experience.
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14. I thoLre;ht the steel drums weI'e neat. I I iked the rloise j.t
made. I Iille p.l.ay:i-ng 'the drums. I clon''t think ib was a rvas'te of
ti.nre.

15. I liked-Lhe steel
L eal:necl a 1o'L because I
err jo)'ed learniirg hot to
opporturni 1-¡..

16. \tJe a.1"1 hacl frrn br,rt
êâq\¡ h+¿-arrqe T hacl thevr¿¡JJ

the¡r ìvere having a 1ot

drums because it was fun. I think I
dj cl no't k¡iors holv to play them bef ore. l
Þi a5¡ the drums . T though i t \tas a good

it was kiird of harcl . My instrurmen't,s rvas

bass. \llhen I r^¡a.lched other people playi ng;

of f urn too.

1i . I t \{as f un learning hon' to play the steel drums. f would
hawe liked to pl-ay the drums a little longer'. It took a lot of
1.hi nking and conce¡ltrating to f earn horv to play the drums. f
ivonl.cl have I iked to l.earr-r harcler songs. It wils \¡ery exciting to
l-eal:n how 'l-o pla). 'Lhem.

I8. I ]rad a lo't of f un p].a¡.it't* the steel clrums. I think we should
have hacl 'lhe drutms longer. I played the guitar and it was hard
to play some pai'ts.

19, T liked the steel drums. They were f un to pl.ay. It wasn't
Liard 'bo lear¡r horv to trr1a5'. 1 ivish that I coulcì Learn hon' 'l-o play
all the instr.uments. I wish rve were sti 11 playj.ns the drums but I
knoiv other children need a chance 'to plai¡ 'Loo.

20. I thousht the¡:e lv¿rs no GOOD instrument in music but when the
steel. clrums came along: I s-tar"ted geLting iirterested in music' If
. nyone gets a chairce to use any steel drum instrument they should
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Glade ¡l - ['Trs. Noci.ta 1990-91
1- . I think that tJre steel<ìrums are nice to play '

2. I r,¡ant the steel.drums back l¡ecause they at-e f un to play on and

they are eas j.er to play tÌ:ran other instruments. IJut there is one

i:hing di f f erent about Lhem' The¡' are bis and l'oud if vou plav
thern i.oo har"d . I I ike them a lot .

3. I .thipk !vè shoulcl g;e'b 'l-he steeldrums l¡ack so rve call Learrr how

to pl ¿ry them.

L. I Iiked the steeldrums because when Robert plays F I play the F

so i t is easier.

5 ' r wa't the steeld.ums loecause I learned more son€is and we harl

be L'ter" .bimes of t.he da¡'.

6.I thii1k the steel.drgms are toug.h to learn' It- is a chalì-enge' I
like to Þl.alz the steeldrums'

i. I don't want the steeldr.ums back because they are too hard to
play ,,vhen yor-r 'Li:'y 1.o play a llew song; ol" i-nstrument '

B. Can. I please cet the steeldrums back because that is the best
.ins tL:urnen L I evet" plaYecl .

S . I I ike the steeldrums becai-rse I 'm used to them and they are
easy'to play. I.like<ì the steeldrums because'Lhey are better than
sirrging; sonÊÌs.

10. Because Êîrade 4,5 and 6 like playing them an{ so J can learn
hor¡ -bo play good.

Gr"ade 4 * Mi:. Di el.schnei der - 1 990-91
1. I Iike s'l-ee1dr^ums beca.use it makes a 1ove1y sou¡rd and now I
k.now about the steel-drrrms.

2. S Leel, dl:r¡ms lvere my f avo¡ite. I likect to play songs on them '

3. I li.ke 1j s-Leni.n.g to the sourncÌs thab t.Ìre s-teeldr"ums make. Lo'Ls

of kicls play them,

4, I like -Lhe steeldrums because it is f un to pÌay. I llever
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1:1a5rsd a steel clrr-im ìref ore an¡l I thoLrght i t woul.d be boring. I t was

rea. 1 exci, l-in-q to play n'hen I r"irst Lried. I t 'l-ooli long f or ine to
lçnorv i t bJ. heart . I 1j ke the way j t soundecì bu¡t yoìl have to move

J¡out hancls f as t. I was al.ways tried of playine a'L 'the ettd of
cl ass. f realì-5r en joyed 1.he steeldrums.

5. I l jke 'l-he steeiclrr-¡sts because 'i:h.ev are the Ìrest ' The
steeldrums pl-ay e-oo.l music arìcl sounds are good when I play it. I
l.jke ''che sorìgs ï l.ear'¡ied on the steeldrurms. The cello was a good
insti'r:ment to plaJ¡.

6. I l-ike the steeldrums because we Iearned a lot about them in
c1¿-rss . We lea¡necl about other cuI tu.res and I I ike the sollg:s .

7. The drums were nice. I ]iked the song:s we learned and Ì liked
-Lhe sounds.

B. I like the bass <lrums because I like the sound of it.

I . I t j ke 'the s lee.ì.d¡.ums because 'lhey sound better than the piano .

The5' e¿re l.ourd. T I i ke the cel- Io because they sour-rd I ike a tenor .

:l O. I like "l-he steeldrurns because they keep me in music.

1 1 . I 1i t<ed pl.aying the steeldrurns because you can l.earn songs on

th.ern. I f you wa¡'t to p1a¡¡ dr-ums when you ge L ol der 5'ou rvi 11 knoln¡

hoiv.

72 . I 1i ke tire steef d.rums because they help me urrcf erstand mus j.c

l:re't ter .

13 . I lear"ned a l.ot about the steeldrums . The sotlgs were f uie to
pIay. Tt was pretty ha¡rd at first, but then I eot better a-b 'bhem'

I'ln proud of m)¡self and T thinh l put a lot of effort into i'1 .

14. I lear"ned a 1ot about s'Leeldrums ' T'he sollg:s \rel"e very f un to
Il1a5' ol:l the steeldrums. The best song:s I playecl otl the steel-dr"ums
was Jo115. Q]¿ S t.. Nicholas.

15. I like the tenors because i.t hel,ps me hear: the other
ins'brutmen'l-s.

1 6. T think we shoul.d have the steeldrums back because they al e

en joya.bl.e.

I7 . T 1j ke 1.he steel_drrims because I can lea¡:n to play it . I t has
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Ð. nj_ce sourìcl and at the f es-L j.val \qe got secorrcl pl-ace.

l-8. r I ike 'b. lre bass becat¡se i L is cool '

Gr"ade 5 - Mr'. Beirg - 19S0-91
1-. I like t-he steel<ìr.r-¡ms because there good to work with. I like
-i-he song;s -Loo. f {-'s no.t oniy otle kind of drum br-rt there are a-Lso

b¿:se, cello, B'ui.tar', doubl-e seconds a¡rd .tenor. They are all very
neat! To me 't.he 'uenor is 'the best drum'

2. I li-he the steeldrr-rms' They are easJ¡ and you don'1- have to
Iearn A. B, C, D and strrff like that because s.beeldrums have

letters to sho1v ],oç lr¡Ìr j.ch one to hit. They souncl nice and pretty.
T ''c's ne¡r.i: to play the s'Lee1di"ums. I eirioy playing them, and would
.l i ke to play them agaÍn.

3. I ljke the steeldrums because the¡r are j'nterestincl to pl'oy,
1-he5- ar"e a cha. 11er-rge 'l-o ,l.earn how 'Lo p1ay, they all have very nice
sounc]s , the5, are neat ].ooki-ng, they are So many j.nterestinel

instruments't.o play,'Ll-rey r-re just p.l.ajn fun. That's why I like
the steel.drums.

4. I I ikecl the steel.clrums becaurse theSr made a nice sound and

b,eca.use I 1j ke 'uo pley 1ot-s of clif llerent songs. They Ìtrere also
intei:es'l-ing to pl,ay. They make beauti f ul sounds '

5. T like the steeldrr-ims becaurse it is f un just because it is f un

becau.se it is easY.

6. I will play steeldrums because I wil l learn ho'çv to play
dif f eren.{- songs.

7.I rvant the steelcìrums back becaurse they sone;s good arrd I want

to learn more.

B . I l. j ke steeld¡ums Jrecause we coulcl learn some mol"e song,S '

g. I like the s'Lee.l.dr"ums because they are fun t-o }.>1a5¡ aud they
rnake nice mirsic.

1O.I v¡ant the steeldrums back because theS' have a nice sonnd and

1-hey are interest j-ng and f un to Lise.

I L T like clrums because T like learning how to use them.

12. Steel.cirums alre f r-in. The sound is nice. It is f)re Lty easJ¡ when
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"rroLì .gei used 'Lo it. A Lot of ];>eople Iike the nrusic ancl also it is
f un. The grade s'i x stuclents were e;oocl ancl I lvant the btack or
ec'1. I want l-o p.l.a,y Lhe single tenor'.

13. Steeldrums are f un to play. I Iike to 1ear"n new soncìs on
them . TheS' rnake a nice sound to I i sten to .

'L4 . Steel drL-rms are f un when lve learn to pI¿ly them. I t sounds
nice . I l ike to thi nk '¿ha L some day we could pl ay as good ils the
Tr-i nidad peopl e . They pf ay very good. I see them play a] l tJre
iinie i.n Tri.nidacl . To me'the cello is'Lhe bes't..

'1 5 . I l ike the steelclr"ums because they are n j.ce to play on and
lisLen 1.o. I real1y l-i,he 'Lhe tenor because i-L is easier to p1ay.
The other dr-ums are hard to play.

16. I ljke listening'l-o the steelclrums. It was fun. I Iike to
p.l-ay tl:em, I want the steel-drums back.

17 . I 1i ke s teel,drr¡rns because I I ike the sound of the steeldrums.
They ar:e f un to learn. They don't sound. good if yot-r bang them.

Grade 5 - Ms. Rod - 1990-91
1. I r"ea1l.y like the steeldrums. They make me f eeI good inside
too !

2.i Iiked playins the steeldrums b'ecause it f eIt goocl inside that
f can frlay -the steef drums.

3. I I ikecl the steel-c{rums because it was easv to learn.

4 . I I ike 1-he steeldi"ums because they are f un to p1ay. I rvant 'Lhe

s'ceelclrums back. because it makes a nice sourrd. We c,trn trrlay welI.
T'he5r a.r'e f trn 'Lo k.nolv r.,,hen everJ¡one knor,vs how to pla-y.

5. I I jked the steel-drums becai,ise I was get.ting better at it. The
songs lracl a goocl tune . I t sounded real nice rthen lve al1 play
-l-ogether'.

6. I 1j ked playi¡ie the steeldrums because j.t makes me f eeI al. I
good iirs jde and happ5r. 1 f eel like I can play any ins'trument.

7. I like the steel-d¡rums becatrse f have rlever played one before
a,ncl i'L ' s nea-i: atrcl sounds nice .
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B . Ìi,l¡. rì¿rme is Ðean, You Ìrnolv rvha t. i mean. Yo, I l ike .the 
cl rums bu'L

somet..i.nes ii.' s clunb.

9, T ljke the sl.ee.l.drr-rms because they al'e easy to lear"n.

10. f doi-r''L lik-e the steeldrurns because they at'e very boriieg
'l¡ecause I al.ways make rnistakes.

l-i. I didn't like tire steeldr-ums because they bore me and they
weren'1. interesti-ng. I didn't learn Òr f eel anything abot.lt the
iristrumerets.

Glade 5/6 - Mrs. Ilayes - 1990-91
I. I think the steeldrums are verlr educational and i'b enpresses
musì c in di fferent ways.

2 . I .l ike 'th.e steel drums lcecause they are f un to ¡:1a5. on and i t j s
en.jo¡1r¿þ-! ¿ to listen'l:o Plus yoLi to differeì1t places and the
rralr+nJ'q I ike it to.

3. I like 1.he steeld¡rums because they sound verJZ r-rice ¿:lrd i't makes

a goocl rne.l.od¡r.

4 . I r,vould l ike to IclaJ' the steeldrums because I would be abl-e to
play -t.he pian6 ancl also the org'an, I also lihe 'Lo perform i¡
concerts and stuf f like that. I hope tve get the steeldrums back.

5. I Ii lie 'lhe steelcli:urms because I have a f un 'time f indins the
notes and 'Li"¡r1¡* to trit it f ast and sometirnes you get ã rvorkout.

6. I ] ike the steeldrums because they are f r-rn to play. I like the
mtìsic we I>lal' ol'l the steeldrulms.

7. I ljke 1.he drunrs t>ecause 'they sourrd good and the f irst time
t.hat I saw the clrurns f said to myself , "I can't play the drums"
bu1. rvh<+n I star"ted 'Lo play Lhe drums I stai"ted to like it. It
inerd<¡ me f eel good and proud because I leat"ired somethine t1ew. When

I playecl slome rnusic Lt sourided good.

B. Tlre s teelcirums are ttnique and f un to play. I like the sound
i t. m¡:kes . I't 's l:et'';er {.han a recorder . The steeldru¡ns a.re Lhe

bes t. i.irstrument I ever pl-alred next to the saxophone whi-ch I would-

only like to pl,ay.

L The stee} jrums al"e rreat, they gave me a chance to learn a new

thing and 't heSt al'e better than records.
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10. I r.ea1.1¡' ei-rjo5re6l playing the sl-eeldrums because i'l made me

f e<+l I j ke T rvas impor.'tant . \{hen we played irr f ront of people they
rqoulcl clap and I f eIt r"eally good j-nside. T al so liked them
because tl-re5t were dif f ei:'ent and inte¡resting.

11 . T reaily likecl 'fo l-ra.ve 1.he steeldrums back because they made

ne undei'stand some of my music. They had â nice sound and I
¡:er.rl ly enioyecL Þ1a5''¡ t't*'Lhem.

LZ . Steel-clr:ums al:e neat to play and harcl to pl-ay. I think they
are c;hallenging for me I don't care what any'body else says br-¡-t

t.he¡. are the best instrument I have ever seen,

1,3. I like the steeldrums because they are f un to play. They wel'e
the reâson I liked rnusic.

14. I I j ked the steelclrums Ì¡ecause it is j-nteresting and it makes
me rvan-L 'i.o come to rnusic classes.

15. I I i he steef drutms because the¡. make ¿ì ]ceautif uÌ sou¡rd and they
are f un 'to Þ1aJ¡ and I l ikecl perf orming.

16. I .l i.kethe drums becaurse they âre fun, e,-<cept the Ìcass. I
l.hjnk they are veI-y educatiotral. They hel"p us learn music in the
school. and l¡ou can play almost everythine;.

17. I 1<¡we the stee.l.clrums. The s'leelcirums a.re the grea'Lest thing
f ever" played . The sl.eel-drums make me happy. I wish we sti I1 had
1- Ìr e¡n .

18. I like steeldrums becat¡se they sound good and they are
nir-isicaI. f forre them just like a friend. Even though I don't
know how to play ver5/ wef l- I lvant them back.

G¡'ade 6 - ivls. l.anghairs - 1990-91
1. T like the steeldrums because tire sot-rlrd good. I al.so liked
pla.ying in fr"ont of people. I had a g'ood time Iearning how to
pfay them.

2. I woulcl I j ke '{-he steeldrums to be in our school becar-lse t}rey
make ni.ce sounds espec:i.a1ly the 'benor"s.

3. I enjo¡- playiirg the steel.<frums because the¡' make a \¡ery nj,ce
sc;r-lncl . I lvoulcl l ike l-o play them again. The reason I pla,yed -the

steel d,r:ums is lcecause I had a good teacher.
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4. I wolrl,d ljke to play
I l. ,i. Ice 'Lo go pl ac e s and

the steeldrums ae;ain because it j-s fuu and
play 'the drums f or o l-her people .

5. i n'oul-cl like it if the s1.eel-drums came back because they were
eas;J¡ 'lo use, 'they he.l-ped my self -image and the5' were f utn to Pf a5'

beoaL.r.se',:.he5, clj{n'1. take mulch r',tork.to PIa5r. 1 played the gr-litai"
and I woulcl l.orte it i f I cor.rld harre them back and maybe even ge-t

In J¡ O \Vl-l .

T don' 1- l ike them l:ecause we have to carr-Jr 1'hem around but I don
j ihe 'the bess because :you cu t your f ingers if yoLt aren't caref ul

6. f rvoul.<J I ike 1-o have the clrums lcack because they are f un and a

sancl êxÐêr-i ence . \{e had a 1o'L of f un going places . l{e l iked the
$\rL,\r u-rFv

¡:ar, 1- ¿ìbout w¡'-nirjng ancJ playing at the Concert Ha11' It was to
bad '1-hey hacl-Lo go.

7 . I I il<e t-be steeldrums because the¡' sound nice and 'they at"e f un

to pla-:¡.

B . f rv.tuld l- i ke tire steeldrums back bef ore tomorrow because I
reaì. 15- lorre the steelcìrurns. Si:eelclrums are th.e best to me because
f am so used to them.

9. One '¿hing I def initely like is the steel-drums. It maltes me

woircler hov; such beautiful sounds can be made by a simple
s'ceel drr-rm.

10. I I ike 'to pl.ay the steeldrums. Al thoueh they al'e heav¡' and

bis, they are instrurnents that piay g'ood music. It isn't ius't.
mus j,<;, j, t's goocl prêrctise f or" eye and hand coorcli.nation. Oul:

class got 'lo go pleroes 't.o perform for" an audience.

j-1 . I 1j ke the steeldrurms because they were f un and sc'metimes
looring. I rvish the5r never nent to another school . I wish I could
p,l,e-rl, them a-eain brlt oi1 a dif f erent instrument. It was a hard job
movi,ng t. l:re dr:ums aIt. over the place. A'ú f irs L T though'L they
wouf d be hai"d to play Ìcut tlley t'veren' t ' Somet imes the¡' are hai'd
-Lo Þ1a¡, but i t depends ola what ins-l-rument you are on. \{lle¡r we

¡1la¡red our J:est I felt lil¡.e I played the drums j,n a real' band.

L2. I lilie 'Lhe steel-drums because it rvill expre!ts my f eelii-¡gs
abou'r- niuts i- c .

13 . I wourl,d 1i he tJre steef dr"r-rms back because I l ike the sound of
'cirem. The5' always macle me laugh and everybody en joyed them ' lVe
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lrent 'Lo a. s 1-eelclr'r,rm f estival and rnade i t in'l-o the paper"s and I
realì,5t rvish- the¡. \ret'e back.

14. J r"¡or,i.[<] like to have the steeldrums ]:ack because I like the
1va.I¡ tl-ie¡' sor,rnd 1itrçe be1ls tc my ears.

I 5 . I rvoul.cl I i ke to have the steelclrums bec¿luse I like to 1:la]'
t-hern. It's f urn an.d I like the rhy'thm of 1.he s-Leeldrums. I also
1j ke playì.n.e; j t f or other people becai.¿se I have 11e\¡er plaJ/ed the
cl r"u¡ls bef ore.

16. I woul.cl I ike the steeldlum*. back because I alrvays rvanted to
pl.ay them. I used to see them on 'Lelevision and 'Lhey sound so
ni,ce,

.1 7, I woulcl Iihe the steeld-rr-lms t.o come back because f .iust
l-earn.e,.1 holv t.o Þ1a5' theur.

18. I l<¡ve the steeldrums!
- I love stee,l dr"ums because I g'et ltsed to 'them.

- I have some e:{perience foi' pl.aying the drum.
- T'm so lucky because I saw what it looks like and sounds

I ike. I 'm 1.uck5' becar-rse the other" ki ds wairt to pl.ay them br-rt they
oan't.

- I have f uir playing ü'ith the steeldrums.
- I v¿i sh I can take the steeldru-ms home so I can play wi th

them.
- I think vr'e were the luckiest students of all.

.l 9. I en joyeri p.l ay j.ne 'the s'ceel.druins because they aiîe f un and
exci.ting. Thr:¡, make a n j.ce sound.

2O . I rvou.l.cl l ike 1.o have the s'teeldrums back lcecause they are f un
lo plery . They sound real ly nice .

2L I r.¡ould 1:i.ke l"he steeldrums because.they sound good and when
\.rre 1:.l.ay we d-r:n't, Ì-rar.e to sing.

22.I 1jke the steel-drums because they are fun Lo plây and because
when I'm olcler I rvill resrember playing them and have had the
exper j ence of pJ-arying Lhe s-{.eel-di:ums.

23. I lihe -the s'beeldrr-¡ms because they have a nice sound to 'Lhem.
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Grarie 4 - _Il's A_$r:iqll_Wp¡]d - Sherman
- clisciplines approach to the instr"ument.
- some nice nimble s tick- v¡ork.
- good ivolk on holding the long notes.
- a. little Lri'leasiness in Lhe movement of the melody'throügh the

ñÌìì 
^Lr'àC;Jr rub\/.r

- t.t:y to let the melocly - siirg' a bi t more rvith some rise and f a1I
in 'the plr.r'ase.

- conf j.<lent playing: maSrþs pick Lrp the tempo just ¿i bit and l-et
the r"h5z f þ* f 1o',v.

- lovel-y musica.l effect.

Gracle 4 - L,et's Go Flv .{ i{i te - Sherman
- djscipiined approach to the drums.
- nicely susta j,ned melody.
- controlled sor¡ncf - e\¡en playing (a couple of "bloops" ).
- I likedthe way you keep 1.ire accompanying chords noving in a

l isht nannet" .

- 1e1. l-]re sor-iE; corne morîe from Jrour I'reart so th.rt we feel as if yoLi
a're sirlginÊ: yorlrl parts a be't nìore.

- some l-ack of, coor"d j nation in {.he tenor/bass (es. last extra
i-io Le ) .

-'l-i'5. 1.<¡ "cl¿rnce" through those rhythms as you move your sti.cks in
a nimble way.

- ve r-1,- en j oJ¡ab l- e .

Grade 5 - The Rose - McBroom
- mus j.cal soi-rnd coming f rom your playing.
- gooci balancre betr^,,een Lune and parLs.
- some momerets of conf us j-on in the bass pl-aying.
- v¡a {-ch you.r phra.s i¡rg - al lolv lior fiìore ri se ancÌ f al l of t}re

phrase.
* .Lenors showecl some good stick work.
- I really liked 1;Lre sof t ser-r,si t.ive f eel. you gave to your playing:

work to devef orr morê conf idence,

Gracle 5 - Eclelwe-i.ss - Rosers
- su"ch a 1.ove1¡' sof t, cleli,cate opei'ij,ng.
- i:ea11.¡' f j.ne worlç f rom t¡e basses.
- -uul'ìê i-n cellos was \¡ery daring and such a good idea

cor'ìgratul.al.ions 'Lo the cello players.
- n.ice conrlection among notes f rom the tenors. Allorv f or" more
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r j se an¿ f al I of 1.he phrases. There \{'a.s a s}rolv of th j s in 1-}re

last repetition tha't ga\¡e my heart a tif t '

- qLr:ie1-I5r disciplined playing rvj-th a few inaccui'aci,es in the
"hard parts".

- mosí: enjoyable.

G¡'acìe 5/6 - A -B-r-ryç-l-e-B!li-lt For Trvo - Dacre

- rvhat a 1orrel.5' coirf iclent starL: a lit t1e muddiness craipt iir near
enr:l of phr:ase,

- n.ice iriml¡1e stic.k lvork melod5r players.
- a ferv note ì apses on middle repetition '

- I'm sLrrprised with the control of tone. Try irot to 1'epr"ess 1.he

sourncl . Work f or evetl greater nimbleness of movement and there
yolr'11 be able to "let yourself go" without losing control.

- your plal¡ing lef t a I ovelJ' sound in my ear,

Gracle 6 - C1l-qh-E¡¿--r-t$¡¿u:rt-¿i¡r - Rosels
- rvha.L a lor.elJ''t-hough{-ful start!
- rvhat arè you doì.ng tvith J¡our music out?
- ¿ì fj,pe move to heighten'Lhe phrase on t.he ascending melo{y.
- parts wene nimblY Pla}¡ed'
- 1.l"lr: st¿al" t of some really f ine pl,aying began through on the

repel.itio¡r.
- oh. horv I wjshed yor-r'd done withouit your music'
- I was beei¡ni¡1g to Ìrear the real s'LeeIband sourrcl in yor.r:'

p.l. a], i ng .

- very enioyabl e.


